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ABSTRACT
9 have long been interested in a design process which
has at its base a compatibility with the ways in which people
associate with and use their environment. At the same time
as the design and building processes demand a level of com-
petence in the skills of organizing, abstracting, epitomiz-
ing, and ordering-to meet the demands of efficiency and
economy-people's lives are seldom as obedient to the same
rigors.
This thesis is an exploration into some of the ways
people perceive, relate to, and use their environments.
The first part explores a design process which uses
images of places one remembers being in; that one may have
seen; which one likes and feels good about; wants to be part
of; enjoys being part of. Sometimes these images speak of
relationships of form and use which can be analyzed, extracted,
and abstracted into working principles. Sometimes these im-
ages generate a "sense of place:" a certain quality, a feeling
of engagement, which is much more difficult to define. I be-
lieve that it is possible to use these images of "place" very
directly, to inform and be incorporated into the design proc-
ess.
The second part explores a range of issues relating to
the ways in which one perceives his environment; ways which
have informed and influenced the design of the projects
described in Part I.
This thesis is an attempt to communicate a wide range
of thoughts and feelings which are still in their infancy.
For me, they seem to have great potential for a better under-
standing of the complex relationships between man and his
environment. Properly nurtured, they will grow; hopefully,
they will become healthier and more articulate as they do.
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was educated to speak.
I was educated to write.
I have just begun to be educated to build.
By education, I mean that I have been shown how others do
it; I have been immersed in thinking about it, and how
others think about it; I have been told when others think
I have done it well, or badly; I have begun to know when I
do it well, or badly.
I don't necessarily enjoy writing.
I often don't enjoy speaking.
I enjoy building.
It leaves me with something I can see, something I can feel.
Without much of an imaginative leap, it is something I can
hear, taste, smell. Words--whether spoken or written--do
not have the same sort of tangibility.
Consider building. Whether I have done it myself, or
it has been done by others, I can think about it; I can talk
about it; I can "read" it. But these are not imperative.
I am able to depend on my sense perception wholly, if I so
choose. Both talking and writing are by nature dependent
1
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A man. . . has a troublesome time of it
when he tries to build a novel. I know
this from experience. He has no clear
idea of his story; in fact he has no
story. He merely has some people in
his mind, and an incident or two, also
a locality. He knows these people, he
knows the selected locality, and he
trusts that he can plunge those people
into those incidents with interesting
results. So he goes to work. To write a
novel? No - that is a thought which
comes later; in the beginning he is
only proposing to tell a little tale; a
very little tale; a six page tale. But as
it is a tale which he is not acquainted
with, and can only find out what it is
by listening as it goes along telling
itself, it is more than apt to go on and
on until it spreads itself into a book. I
know about this, because it has hap-
pened to me so many times.
- MARK TWAIN
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on some level of abstraction--on a systemic order imposed
by the rational processes--whether one engages in them, or
responds to them. Certainly, a primal grunt, a contented
sigh, or a scream of terror cannot be considered to be
rational constructs, for, like building, they are equally
direct, powerfully real.
Yet the time when such expressions defined the entire
range of human verbal communication has faded into oblivion.
We are only reminded of the possibility of such a world
during the first few months of each newborn life. But even
for the newborn, the dominance of rational control comes
rapidly: it is the fate of the species.
Likewise, we have all been alternatively bored and
chided with the notion that the pen is mightier than the
sword--for words do have the power to determine the fate of
nations. Such is the resolute hope of the Begin-Carter-Sadat
triumverate today as I sit typing, and innumerable lesser
and greater men throughout the ages--such is the power of
civilization. We are learned at an ever earlier age that
"sticks and stones can break your bones," but words...
yes, words, with all their potency, which have led to the
moving of mountains, to the destruction of innumerable
xinnocents, are still not real in the same sense the sword
is, or the sticks and stones.
Still, being educated first to speak and to write is
not an uncommon experience. Most of us share the experience
of being run through an educational system,the focus of
which has been the development and refinement of our verbal
and written skills, and the fine tuning of the more rigorous
analytic and abstraction-oriented skills of mathematics and
science. The three Rs formed the foundation of that educa-
tion: Reading, 'Riting, and 'Rithmetic; while visual skills
were seldom seriously developed. It was no small matter
that the visual and emotional imagery associated with learn-
ing the three Rs has been memorialized in the children's
ditty, where they are "taught to the tune of a hickory
stick"; in this bit of imagery, guilt and fear abound. It
is no small matter that the prevalent system of sorting out
the most qualified for a front-running position in the race
to "higher education" is in the form of Scholastic Aptitude
Tests, which have two main parts--the "verbal" and the
"math." In our younger days, the activities which were
meant to develop our visual and emotional awareness, or
establish an experiential directness to our awareness of the
PREFACE
It has been my experience that after
students have spent sixteen or more
years in our eductation system they have
been so brainwashed that it is impossible
to get them to go out and simply observe
and report back what they heard, what
they felt, or what went on before their
eyes. Most of them are helpless in the
face of real life, because they have to
know beforehand what they are going to
discover and have a theory or hypothesis
to test. Why? Because that is the way
they have been taught.
- EDWARD HALL
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PREFACE
There are two worlds essential to man's
awareness. One is the world of books,
the social heredity of steadily accumu-
lating knowledge, of science and tech-
nics and business, of words and the
stock of second-hand notions which we
project upon external reality as a frame
of reference, in terms of which we may
explain, to our own satisfaction, the
enigma, moment by moment, of on-
going existence. Over against it stands
.o the world of sheer mystery, the
world as an endless succession of
unique events, the world as we perceive
it in a state of alert receptiveness with
no thought of explaining it, using it,
exploiting it for our biological or cultural
purposes.
- ALDOUS HUXLEY
world, were "art," "music," "field trips"; all were akin
to recess: such activity was something to be done to have
fun, and having fun was not to be confused with learning.
In the student's mind, these activities were fun because
one could escape from the more serious activity of
learning.
Architecture, too, suffers from this same paradox.
Although it is well recognized that the ability to deal with
visual information is a fundamental tool of the architect,
so much attention seems to be paid to the analysis and
abstraction of this information, and so little paid to how
one feels about what one sees. Certainly, abstraction and
analysis are indispensable tools for an architect, without
which the ability to design or build anything would be a
disastrously random activity.
Yet, too often it seems as if this process of abstrac-
tion and analysis is glorified as an end in itself; the
pinnacle of architectural achievement seems too often to
reside in the ego-centered expression of some ideal abstrac-
tion of all the forces brought to bear on a design problem,
or the achievement of an "essential form" as a design solu-
tion. It is in this way that an Aldo Rossi can use a
9P 9~JE
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rigorous and sophisticated typological analysis to ration-
alize his architectural forms; or a Richard Meier or a Peter
Eisenman can use a highly sophisticated overlay of mathe-
matical systems, analyzing and assembling formal elements
with the rigor of logical positivist thinking, to create a
rational construct. Although it may have an impeccable in-
ternal consistency, it is truly an act of faith to suggest
that it is fitting for human habitation.
Perhaps I suffer from a lack of understanding of the
beauty and harmony of such architecture, or a lack of sophis-
tication about the elegance of the rules being followed. But
that really isn't the issue. When I go to the theater, or
to an art museum, I bring with me an eager willingness to
suspend my disbelief, to share in the expression of a per-
son's, or many persons' art. Yet, the same suspension of dis-
belief is not so readily available to me in the experience
of living. I guess that, for me, architecture is much more
about life than art, and in attending to life and the living
of it, architecture is meant foremost to be commodious. By
the same token, the tools of abstraction and analysis are
to be available and necessary to serve this end, but are not
an end in themselves.
r7U
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When I experience a place, I am seldom able to jump into
a discourse on what I think of it. I am much more readily
aware of how it makes me feel, what it allows me to associate
with--places which are recalled from the memory of my experi-
ence, or from my world of fantasy. Some of these associa-
tions can be logically thought out, others are less rational,
more personal. Yet, there is something enriching about the
range of associations that are possible, and the fact that
I am allowed to make them. I find this to be important,
for when I feel limited to a very few, or feel that my asso-
ciations are being controlled, my experience is much less
active. Once my role becomes passive, I somehow feel less
alive. As I mentioned earlier, I can think about an environ-
ment; I can talk about it; I can "read" it. But most of
all, when I am allowed to feel it, and associate with parts
of it at different times, and in different ways, then is
when I feel most alive.
It is this devotion to the primary processes of the
senses, and the resultant feelings, which has directed my
search in this thesis: a devotion to the importance of
their input; a rampant curiosity about the human functions
by which this input is filtered, organized, and stored;
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and a sense of awe at the manifold ways in which this infor-
mation is recalled, at strange times and in strange places,
to enrich one's understanding and feeling about one's self,
and one's environment.
Earlier I stated that I enjoy building more than speak-
ing, or writing. Well, I also enjoy communicating--
by whatever processes are available to me. It is most
satisfying when it is through building. But I struggle the
best I can with speaking, or, in this case, writing. It is
more enjoyable to communicate than it is not to write, or
not to speak; you see, it is all relative. I enjoy it be-
cause there is always the thrill of hope, and the satisfac-
tion of success, in sharing the things I think, I feel, I
see....
This thesis is an attempt to communicate some of these
things. It is an attempt to do so in as direct a way as
possible, using images and associations to convey some of
the thoughts, feelings, and attitudes I have tried to bring
to my designing and building.
Section A of the thesis concentrates on some of the
visual associations which stirred my imagination and work in
_ _ _ _ _ _ _ _ _ _ _ _="
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as direct a way as I can. The three projects I have selected
to use in Part I of this section are all very modest, and
as I go back over them, it is almost painful to confront the
weaknesses and to remember the frustrations, grimace over
good intentions still unfulfilled, blanch at the thought of
issues which are important to me now which weren't even
issues then.
I hope the reader will grant me these things, and focus
not so much on the stuff itself as on the processes and pat-
terns of how it came to be: on the connections between the
places I have come to know and like, and the ones I have
helped to create. For the purpose of this thesis, they share
one common element. They are all real. They have each been
built, rather than remaining unrealized designs, for better
or for worse. Because of this, I am able to be as direct as
possible in associating images of real places, which exist,
with other real places, which were in part generated by the
qualities I found in the first. Certainly, in the designing
of each, many things were abstracted and organized, analyzed,
reworked. Errors were made. Some were corrected; others
were accepted according to mechanical, political or economic
expediency; still others were never apparent.
. .PREFACE
The fact that they have been built, and do exist, is
important to the purpose of this thesis for the following
reasons: I am not going to attempt to shower you with mar-
velous imagery, or use any graphic presentation to convince
you of some marvelous fantasy. The stuff is there; some
connection between the stuff and the visual associations are
implied; if there is no connection, you don't have to wait
until it is built to be disillusioned. It is either there,
or it isn't.
The hope is that there are places that one likes, of
which one has fond memories, and that these places have
qualities which can be transferred to the design of another
place. Not exactly the same place, but the same qualities.
I have depended on the images, rather than words, because
often these qualities cannot be given a name; they defy
analysis. Yet, it is possible to "sense" whether any of it
has been captured, or not. I have tried to be as direct as
possible in these assemblages of place. I hope some of it
comes through.
In Section B of this thesis, I have attempted to put
together an assemblage of thoughts and feelings which also
have had a certain resonance for me as I have come across
_ _ _ __ 
_ _ __ 
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them. They are less direct than the images, and are not
meant to express a definitive "thesis" in the true sense of
the word. The "thesis" in this thesis is to be found in the
first section; here one can find the projection of an hypoth-
esis, and the demonstration of it. A resolution is not meant
to be found anywhere. The connections between the two sec-
tions have to do with my thoughts and feelings about the proc-
ess of perception, particularly visual perception, from a
variety of different excursions. If it sometimes appears par-
ticularly dense and confusing, or naive and simple-minded, it
probably is. If it has moments of insight or the appearance
of brilliance, it is purely accidental; or some of the images
which are my references managed to come through unscathed.
In preparing you for the journeys ahead, I will state
very simply that visual perception is the nexus around which
this thesis revolves. Yet, as an admonition to myself and
others about what this thesis is trying to do, I will use
the words of one who shares my fear about-discussing things
in purely visual terms: "I don't want to say visually, for
that implies some sort of aesthetic."1
In many ways, the thesis itself is organized in much
the same way as the process I am attempting to discuss.
xviii
It is an assemblage of many associations I have had, and I
continue to have, as I interact with my physical environment.
I hope I have given it enough structure that the reader can
find his way through it with some small amount of pleasure.
As John and Margaret Myer so appropriately chose the words
for the recent draft of a book they are working toward, this
thesis reflects the patterns of association between my inner
and outer landscape;2
I hope that at the conclusion of your journey through
this thesis, or from a visit to any part of it, it will have
the same "resonance of place" for you that it has for me.
IF1 EJ
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1Vision... evokes our memories and
experiences, those responsive emotions
inside us which have the power to
disturb the mind when aroused.
- GORDONCULLEN
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... people in our culture talk photo-
graphs rather than experience them
visually. Whatever is being looked at,
photographs or anything else, the input
is visual while the tagging is verbal. So
for most of us words, words, words,
overwhelm and warp any significance
appropriate and becoming to visual
perception. Some students claim, that
unless they name it - until they name
it - the thing seen has no meaning!
- MINOR WHITE
5
-connections between feeling and form
2
1
. a desirable image is one that
celebrates and enlarges the present
while making connections with the past
and future.
- KEVINLYNCH
3
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... unless you use images of some kind,
yourself your own creation will itself be
chaos. And why are you afraid of that? Is
it because people will laugh at you ifyou
make chaos? Or is it true, perhaps, that
you are most afraid ofallthat ifyou make
chaos, when you hope to create art, you
will yourself be chaos, hollow, no-
thing.... The fact is that this seeming
chaos which is in you is a rich, rolling,
swelling, dying, lilting, singing, laugh-
ing, shouting, crying, sleeping order.
Only allow this order to guide your acts
of building, and the buildings which you
make, the towns you help to make, can
be the forests and the meadows of the
human heart.
- C. ALEXANDER
7
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Introduction
Sweet is the lore which Nature brings;
Our meddling intellect
Mis-shapes the beauteous forms of
things -
We murder to dissect.
Enough of Science and of Art;
Close up those barren leaves;
Come forth and bring with you a heart
That watches and receives.
- WILLIAM WORDSWORTH
1
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INTRODUCTION
n the short time I have been studying architecture, I
have had a few fortunate opportunities to have actually built
some things. In the process of both studying and building,
I have learned much about architecture, and about myself.
About architecture, I have learned more than my mind can com-
fortably embrace. For myself, it is only through exploring,
designing, building, observing, and using, that some of these
things I have learned begin to take form. It is only through
doing, through an infinite process of trial and error--
through testing, observing, and retesting--that I have found
it possible to start to understand what architecture is all
about. It is a process where one takes that which is outside
one's self--all that one perceives and from which one learns
--with that which is inside one's self--all that one feels
and comes to believe.
Through designing, and more so, through building, this
combination--a volatile mixture of perceptions, feelings,
beliefs, associations--gets projected outside myself, and
into the physical "stuff" called architecture. At this
point, it is possible to take stock of how this cloudy
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mixture manifests itself, and I really begin to learn about
architecture, and myself.
As I pointed out in the preface, I was educated first
to read and write, as most of us are. Rather than finding
this an asset to the learning of architecture, it too often
formed a barrier, acted as an intricate camouflage to the
actual doing of architecture. From my experience and obser-
vations, although limited in time and scope, I have not found
this to be a situation unique to myself.
In this thesis, I would like to share many of those per-
ceptions, feelings, beliefs, and associations. For me, the
images I include in the thesis are the primary vehicle for
sharing these things. Yet, among all the associations one
has with a particular place or environment, are included the
memory of books read, phrases remembered, thoughts con-
structed from feelings felt, verbal expressions of thoughts
and feelings shared. So words are used to focus the images,
to contribute to the ways in which the images are perceived,
and used.
Section A of this thesis will present images of many of
these associations. It is an attempt to get closer to a
working process which uses real places to help generate other
H-1 " 1
CALL IT LABARYNTHIAN CLARITY.
. . Right-size goes hand in hand with it;
it harbours bountiful qualities; scope for
what is smallyet large - large yet small;
nearyetfar -faryet near; open yet closed
- closedyet open; differentyet the same -
the same yet different: scope for the
right delay, the right release, the right
certainty, the right suspense, the right
surprise, the right security. And, withal
scope for multi-meaning.
There is a kind of spacial appreciation
which makes us envy birds in flight;
there is also a kind which makes us recall
the sheltered enclosure of our origin.
Architecture willfail if it neglects either
the one or the other kind To gratifyAriel
means gratifying Caliban, also for there
is no man who is not both at once.
Labarynthian clarity, at any rate, sings
of both!
ARCHITECTURE NEED DO NO MORE
THANASSISTMAN'SHOMECOMING.
- ALDO VANEYCK
I
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The fact that this quality cannot be
named does not mean that it is vague or
imprecise. In fact, it is impossible to
name because it is unerringly pre-
cise. . .. each word you choose to capture
it has fuzzy edges and extentions which
blur the central meaning of the quality.
- C. ALEXANDER
The criterion for good art is its power to
command one's contemplation, and
reveal afeeling which one recognizes as
real. with the same "click of recog-
nition" with which an artist knows that a
form is true.
-SUZANNELANGER
real places. Yet, the most important condition of this proc-
ess is that the images are not used exactly in cause/effect
or in stimulus/response kinds of ways. The images which
generate the making of a new place may be very specific; they
may be vague or hard to define. The hope is that they are
quite direct.
Attempting to be this direct in terms of a working
process is to approximate what I refer to as the "resonance
of place." In the accompanying quotations, Van Eyck uses
the term "labyrinthian clarity"; the philosopher Suzanne
Langer calls it the "click of recognition"; Christopher
Alexander calls it the "quality without a name." It is what
has been referred to as "empathy" by numerous aestheticians.
For my purpose, this "resonance'" is generated by the
multivalent associations which are stimulated by a given
environment. This is to go beyond merely what associations
a designer brings to bear on his design, and those he incor-
porates in it. Although this is the realm that I will be
focusing on in the thesis, as I will be talking primarily
about a design process, there is always the intention to go
beyond the dictates or the wishes of the designer; to get
beyond the point where the resulting places are merely
A
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suggestive of other places one knows or likes, enjoys or
appreciates. There is also the desire to build in ways which
allow others to find associations with and uses for these
places on their own. Not to have the user say merely "the
designer must have been thinking of this," but to be able to
have him say unself-consciously, "this makes me think of
this," or "this is the perfect place for this."
Some of the terms which have been used to suggest this 2
condition, both figuratively and formally, are "openness,"
"looseness," "slack," "incompletion," "reciprocity," "ambi-
guity." Of course, each of these words has its particular
meaning, depending on the context in which it is used. But
taken together, they all seem to direct themselves to the
degree to which a physical element or environment has the
potential to generate an association, or a set of associa- 3
tions for the user or observer.
We are all familiar with buildings, or sets of buildings
which immediately suggest visual associations.
Take, for example, J6rn Utzon's Sydney Opera House, the
form of which was conceived to suggest the sailboats with 5
which it shares the harbor. The windswept curves and
4
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billowing forms of sails in the wind, surrounded by water,
are as unavoidable as they are intentional.
Likewise, Kenzo Tange's Kagawa Gymnasium, Takamatsu,
Japan, is inescapably a boat beached in sand, right down to
the portholes and the drainage slots along the gunwales.
Even the use of materials is not so fictional as it might
seem when compared to the accompanying photograph of a con-
crete boat, built in Holland during the nineteenth century.
These are but a couple examples of a vast plethora of
buildings the form of which has been directly generated from
an associated form.
What this thesis is hoping to discuss is neither as
grandiose a vision as these, of celebrating an associative
object on (sic) the landscape. Nor is it suggesting that one
should generate with such a resolute single-mindedness an
associative form which controls, in an exclusive way, the
images with which one is allowed to associate, to the exclu-
sion of all others. Rather, I am hoping to discuss the much
more humble use of visual associations of place--those images
which recall memories of feelings and insights which seem
appropriate, or are desired in a place one is designing.
Another aspect of associative imagery which has always
-. Ii
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intrigued me are the less self-conscious visual associations
which buildings generate.
These seem to result most frequently when the object-
like quality of a building combines with man's tendency to
want to caricature or epitomize a large and complex event
into a simple diagram of its most obvious or "impressive"
features.
As Levi-Strauss, in the accompanying quotation, de-
scribes man's tendency to search for epitomizing analogues,
it is difficult to escape comparison with recent cover of
Time magazine (fig.8 ). Philip Johnson, with all due pom-
posity, chooses to patronize his audience by foisting upon
them his banal epitomization of a complex environment, which
encloses and affects thousands of people daily, as a Chippen-
dale reproduction. In this image one sees people as so many
pairs of socks. And it is not even original, for Saul
Steinberg has already presented us with this surreal juxta-
position(fig.9).What Johnson is trying to get us to swallow
as reality, is the same thing that Steinberg was pointing out
to us as a banal and dehumanizing fantasy.
Whether Mr. Johnson was intending for us to imagine our-
selves as so many pairs of socks, or as fine pieces of
Eli
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. the smaller the totality of the object,
the less redoubtable it appears; by being
quantitatively diminished, it seems
qualitatively simplfied More impor-
tantly, this quantitative transposition
increases and diversifies our power over
an analogue of the thing, by means of
which the thing itself can be taken hold
of weighed in the hand, comprehended
with a.single glance.
- CLAUDELEVI-STRAUSS
8
Philip Johnson holding up his proposed
AT&T building, 1979.
I
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"Two Downtown Buildings," 1951,
by Saul Steinberg.
silverware, the fact that he presents us with an object which
can be so readily simplified makes it difficult for the per-
son who is asked to experience the environment to actively
engage in perceiving it in ways other than dictated by this
caricature. Without being allowed to actively engage it, it
becomes difficult to associate with it in any personal way.
This process of epitomizing through caricature is a
well-known and highly successful tool of every political
cartoonist, advertising agent, and social critic, to name but
a few. Their success is equally dependent on the "resonance"
of the associations they suggest. These associations are
most profound when the object being caricatured powerfully
suggests such an epitomization, and the resulting image
dominates the more human and personal associations of place.
For me, a more ideal environment would be much more difficult
to epitomize in this way. Hopefully, it would allow for a
greater variety of the more human and personal associations
which would be rich enough to make it difficult to sum up in
such a singular way.
When the first scheme of Rockefeller Center was proposed
back in 1931, the most prominent building proposed on Fifth
Avenue was cylindrical and on axis with the suggested
TI
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direction of movement on the site. The hope was that the
curved sides would gently lead the public around this build-
ing and into the heart of the complex. As soon as this pro-
posal was released to the public, this building became known
as "Rockefeller's oil can," associating the shape of the
building with Rockefeller's monopolistic oil interests. This
image association was so powerful, that the scheme had to be
abandoned; it was considered to be politically wise to pre-
vent the association from becoming forever memorialized.
Some more recent examples of "object association" which
have been built include Boston's Federal Reserve Bank, which
has been variously described as a ''transistor radio" and a
"cheese grater." The Dreyfus Building of Chemistry on the
campus of the Massachusetts Institute of Technology has been
memorialized for me as "the bus turning left." Once exposed
to these image associations, one can never engage the build-
ing without recalling these images.
This kind of image association and the surreal world
they project of people as pairs of socks, droplets of oil,
tiny transistors, bits of cheese or ants on a bus, reflect
a dehumanized world. It is a highly disassociative world,
in terms of the joys and pleasures of human experience. They
INTRODUCTION
"Rockerfeller's
oil-can"
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all suggest the confrontation with a superhuman world devoid
of human qualities; the shared experience is that of the in-
significance of human life.
In order to celebrate life through associations, it
seems essential to engage people in both the generating of
the associations, and the participation in them. When Hal-
prin speaks of events (see p.72), it is exactly this poten-
tial for participation that lays the. groundwork for the most
positive kinds of associations.
The pigeons or the flower pots which were made Brob-
dignagian for this housing project in France (figs.14 and
15) have the same self-conscious, statement-oriented charac-
ter of some of the buildings-as-objects I have cited earlier.
I find them to be terribly disassociative, for they do not
allow for any personal engagement with them. The most power-
ful association the pigeons have for me is the fear of look-
ing up and being pelted by two tons of guano served up by
its low-flying mate.
On the other hand, I find the animals in the children's
playground at Expo '74 in Spokane, Washington (figs. 16 and
17) wonderful. They allow the possibility of acting out
childhood fantasies of being miniature and crawling through
14
15
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the entrails of a gigantic beast. The sun peeks through the
scaly body to illuminate the way. You emerge from the fan-
tasy with the elation of reemergence into reality, reinforced
with the physical sensation of the free fall down the slide.
You can jump up, run around, and do it again. Associations
with Jonah, or Pinnochio, and the whale come readily; or with
the film "The Incredible Journey"; C. S. Lewis's Narnia
books; Alice in Wonderland. These are all feelings one can 17
feel, because one is engaged in acting out the fantasy.
Recently I came upon the two accompanying images in a
book called Varieties of Visual Experience. The author, an
art historian, juxtaposes the two images, an Indian pueblo
(fig. 18) and an apartment house in Israel (fig. 19), and
boldly states that his comparison "proves that modern tech-
nology can generate the same feeling of community and human
interdependence that we sense in the adobe pueblo... ."3 For
me, this statement defined the wide chasm between the percep-
tion of art and the perception of architecture. This his-
torian is basing his entire comparison from the static,
observer's point of view, relying purely on the tenuous con--
nection between the aggregation of forms. When I see the
Indian pueblo, I can use my imagination to climb the ladders,
18
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walk over rooftops, disappear into doorways, peer out of
windows; I can even imagine my neighbors; I can project a
sense of community.
There is no way I can actively engage myself in the
image of the apartment building. I cannot participate in it
at all. I can understand, with an observer's eye, associa-
tions between the aggregations of form. But it is as de-
tached and as static an observation as were the epitomiza-
tions of buildings as objects which were previously discussed.
The comparison is a pure abstraction, there is no sense of
elation, of engagement in a environment. It is based purely
on a gross similarities in form relationships. There are no
similarities to be found in man's process of inhabitation or
in man's use of the forms.
Conversely, there are contemporary places which generate
the same resonance of being in the Indian pueblos. Both
Safdie's Habitat in Montreal and di Carlo's Collegio in
Urbino suggest the same qualities of active engagement in
the environment as does the pueblo. They speak directly of
human habitation; of being there; of participating in a com-
munity; of sharing experiences. One can talk about the forms
at the same level of abstraction as the art historian, and
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analyze relationships in the same way. But the human experi-
ence of imaginatively becoming part of the environment, walk-
ing through it, looking out windows, chatting with friends,
is real and transferable. This is what gives them their life.
None of this is possible when one looks at the image of the
Israeli apartment building. The analysis of form and the
understanding of abstract principles are merely tools with
which to understand the place, with which to try to identify 21 Collegio, Urbino,Italy
what makes it real. - Giancarlo di Carlo
In the frontispiece to Section A (p. 5 ) I selected a
few images which have the most "resonance" for me. They each
speak of a quality of place, a kind of experience, a particu-
lar event. They are all architectural. They speak to me
about where it is that architecture begins. They speak of
the joy of sharing, the fantasy of playing, the mystery of
exploring, the solace of contemplation. They speak of many
things. Yet when one talks about what they mean to him or
her, it is so easy to lose the feelings and the associations
one has, or obscure them among the words, as Minor White
admonishes (also see p. 5).
In a profession where it is so important to be able to
abstract, dissect, analyze, define, organize, plan, it is so
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easy to lose touch with these humble qualities of people in
places. It is much easier to allow reason to control--to
play out the consistencies of an abstract, logical construct.
But when one does this, it becomes increasingly difficult to
stay in touch with those humble, human kinds of moments,
kinds of events.
There is a kind of order to be found in the bringing
together of the ''possibilities for events to happen,'' as
Halpin puts it (p.89). As Christopher Alexander points out
in the frontispiece to this chapter (p. 7 ), there is also
a kind of chaos to be found in the rigors of order; the sys-
tem one uses may be internally consistent, but if no one
understands the ordering system which is used, or if it is
impossible to humanly engage the environment so conceived,
it will be perceived as chaotic, no matter how convincing
one makes it sound.
The notion of how man begins to order his life and his
world has always fascinated me. The distinction between the
imposed order of the environment, whether physical, social,
political, or religious, and the self-generated order of an
environment, has powerful architectural ramifications. On
one hand, there is the order found in "law and order'';
Wm LP
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fascism; totalitarianism; religious zealotry. This is an
order based on the seductive allure of "truth"; the belief
that everything can be seen as black and white, right and
wrong. It is a dehumanizing order.
On the other hand, there is the order of caring, of
personal involvement in the patterns of how one lives one's
life, and how one perceives his world. There is a warm
feeling generated by participating in an environment of
caring; a friend who always seems to have his home or work-
place "in order," without seeming pathological about it,
provokes a sense of admiration and respect. The whitewashed
villages in Greece, so warmly and attentively cared for,
generate their own order--an order of caring. We have all
had the experience, at one time or another, of a person
whose home or work environment is in total chaos, yet that
person can lay hands on any item he or she needs. The
apparent chaos is organized by a vivid associative memory
of where any particular item is within the whole. At least
for me, this person provokes envy, for he or she possesses
an order which is a true manifestation of what Van Eyck
calls "LABYRINTHIAN CLARITY" (see p.10). This person is
in possession of an order of place which transcends the
Et
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... Greek streets have a band of
whitewash, four or five feet wide,
outside every house, so that the
people can pull their chairs out
into the street, into a realm that
is half theirs, half street, and
so contribute to the life around
them.... The whitewashed band is so
congruent with the forces in peo-
ple's lives and with their feet-
ings that it sustains itself--when
the whitewash gets dirty or worn,
the people take care of it them-
selves because the pattern is deep-
ly connected to their own experi-
ence. From outside it seems as
though the whitewash maintains it-
self almost as if by magic.
-C. ALEXANDER
-J
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In English, when a man says, "It
rained last night," there is no
way of knowing how he arrived at
that conclusion, or even if he is
telling the truth, whereas a Hopi
cannot talk about the rain at all
without signifying his relatedness
to the event--first hand experi-
ence, inference, or hearsay.
-EDWARD HALL
LB
"When I use a word," Humpty Dwpty
said, in rather a scornful tone,
"it means just what I choose it to
mean--neither more nor less."
"The question is," said Alice,
"whether you can make words mean
so many different things."
"The question is," said Hwnpty
Dumpty, "which is to be master--
that's all."
-LEWIS CARROLL
need for a more logical, transparent order imposed from
without.
This order of "place," where associative links organize
one thing in relation to others, begins to develop in terms
of a sequence of events, the constant overlay of experience
and memory. It is the order of personal and physical en-
gagement in life, of how one acts and feels in relation to
the world around him. They are events that man cannot
separate from himself in terms of his perception and under-
standing of them.
Japanese paintings and Japanese gardens have always
held a particular attraction for me. There was always a
presence about them, an "otherness," a "resonance," which
the traditions of Western thought had difficult penetrating.
Their painting never incorporated the Western discovery and
infatuation with proper perspective. Their gardens projected
"inscrutability," a word that has long been used as the
Westerner's caricature of their culture. Yet there has al-
ways been a particular respect given, often begrudgingly, to
a certain quality to be found in this work. What it has
come to mean to me has to do with the same "sense of place."
23
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A typical Japanese garden can be found on page 33 of
this thesis. Both in the way it is organized, and the way
the parts are defined, there is an order based on the rela-
tionships between many places. The Guardian Stone stands
erect, a sentinel watching over the field. It stands amidst
the largest concentration of physical definition, casting a
watchful eye over its more far-ranging subjects. Each of
the remaining stones is also defined as a place; each has a
role; each is located in terms of the potential connections
to its neighbors. I
The trees as well have their role. The smallest of the
three is still the principal tree, for it defines the cen- 22
tral place of the garden, boldly protected by the Guardian
Stone. Another tree is defined by its position relative to
nature: located by the event of its catching the evening
sun. The third tree is located in terms of relationships:
it is at the edge of the garden, near the wall; it is soli-
tary, away; it defines a place of solitude, a place to sit
at the edge of the garden, in contemplative peace.
The man-made objects in the garden also have a place.
The aspects of each piece merge as they gain their unique
identity: the water basin, stone lantern, distant lantern,
23
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well frame, well drain. All of these many elements, the
stones, the trees, the objects,merge into a whole, they
create a place which is defined by their multiple relation-
ships, an "assemblage of place.''
The Chinese tapestry (fig.22) shares these attributes.
It too can be seen as .an assemblage of events; of paths and
places; as paths to places; as paths as places. There is24
no compelling need, as in Western thought, of an organiza-
an event is not tion based on an imposed, sci.entific, "truth-oriented"
merely an assemblage of numerous
relations between many different things order: the use of perspective; conscious adherence to geo-
Onthe ontra the various feeln oeaf metrics, or an overlay grid; hard edges; sharp boundaries.
one thingfor others are organized into Rather, it possesses an order which proceeds directly from
something with a specific and individual
character. man's associative perception.
- ALFRED NORTH WHITEHEAD
R These relationshi-ps gain strength when man and nature
combine. In a willful act to give meaning, to define the
implied force of relationships, man binds adult to child,
mother to daughter, father to son, the parent to the prodi-
gal (fig.23). At the same time this act asserts a oneness
between the two places, the two events--a oneness which
exists in the continuous landscape, which, when hidden by
a vast fi.eld of water, makes them appear as two. The same
25 collage of form and relationships can be seen in the image
26
of the farmhouse in the rice paddy (fig.24), and in the two
inhabited islands off the mother island of Corfu (fig.25).
In the latter image,.one island is near enough to the main-
land to be connected by causeway. The other, more distant,
is part of the same family by virtue of its connection by
boat to the people and services of the mainland. In all
these cases, the definition is in terms of places, and its
organization in terms of reciprocal relationships to the
other places in the field.
I began this chapter with a discussion of the Sydney
Opera House, and the form association to sailboats in the
harbor. It does provoke that association, it is a powerful
one. Yet, in its grandeur, it never allows one to focus on
the human feelings and memories of the direct human experi-
ence of sailing; sailing as an activity; as an event. The
associations which are generated by the three accompanying
photographs are lacking in the singularity of the visual
form of the opera house. These images speak of participa-
tion in an event, and you can share with them those human
feelings and memories of the experience of unfolding the
sail; pulling on the ropes, knee deep in the cold lake or
sea; holding the rudder; manipulating the boom; laying
Et
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across the bow, watching the ripples created by the fingers
you drag through the water; the spray against your face.
It is not until one gets back to this level of human
experience, that it is possible to speak of "enabling form"
* versus "visual form." Enabling form has to do with allowing
the potential for these very direct, very personal, very
human kinds of associations. They can take on many forms,
appeal to many different aspects of one's experience in the
same rich, complex way that people are rich and complex. I
have already cited a few examples which I consider enabling
28 forms--creating environments which have for me a resonance
of place: the animals of the playground at Expo 74; the
experience of living in an Indian pueblo, and its associa-
tions with Safdie's Habitat and diCarlo's Collegio; the
Oriental gardens and paintings; the relationships between
the natural environment and man's interaction with it.
The following few images are highly diverse; they focus
on many different aspects of association. Yet, for me,
they share a sense of place; they talk about events and
experiences that are human and can be shared. The first
place is nothing more than a pile of rocks (fig.29). It
is a photograph of my father (lower right), three of his
LJ -
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brothers, and two of his cousins, taken in 1898. The rock
pile sat alone in the middle of their large front yard, a
couple of hundred yards from a river. The rocks are gone
now, but even today the rock pile is vividly remembered as a
special place for those in the photograph, some eighty years
later.
The Greek islands are threaded with a network of dirt
roads marking the way for donkeys, cattle, the citizens on
foot; even an infrequent automobile. At various points
along these paths one can find these small chapels (fig.30).
The stone was there by the side of the road, and was embraced
as an appropriate foundation for this small religious place.
This "telephone booth to God," if you will permit a typically
Western association, serves as the travelers' place for
prayer. It brought many associations to the surface for me,
both cultural and religious. But the directness and unself-
consciousness of bringing those small places off the path
right down to the size of a weary traveler, left me with a
strong sense of place. It stood quietly by, filled with the
potential for an event to occur. Whenever I had the good
fortune to see a farmer, with his load at his side, kneeling
at such a place, I felt wonderfully blessed.
INTRODUCTION
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Where an expert in the particular art in
question perceives immediately a
"rightness and necessity " offorms, the
unversed but sensitive spectator per-
ceives only a peculiar air of "other-
ness, "which has been variously de-
scribed as "strangeness, ' sem-
blance," "illusion," "transparency,"
"autonomy," or self-sufficiency." This
detachment from actuality, the "other-
ness that gives even a bonafide product
such like a building or a vase some aura
of illusion, is a crucial factor, indicative
of the very nature of art.
- SUZANNELANGER
IEiEl
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I have always been impressed at the lengths people
will go, especially older people, to create a special place
for themselves, especially when the architecture blithely
ignores even the potential for such an event to happen
(fig.31). This is a very special place for this woman, of
which she is very proud. It speaks powerfully of her long
and productive life as a wife and mother. It makes all
those connections to the past and future that make our lives
so rich, so full, so much a process of the vast assemblage
of places, events, experiences which give meaning to our
lives.
What it is that gives an image, and object, a place,
a resonance for the perceiver is at once complex and hard
to define. To the partic'ipant or spectator, it is "experi-
enced," or "not experienced." It falls within Langer's
field of terms which attempt to center on what that quality
is. For the creator (in this case read "architect") it
becomes all too often a matter of moral and/or self-right-
eousness certitude, a "rightness" and "necessity," as Langer
suggests. Whatever the definition of these qualities may
be, and whatever mantle an architect chooses to give form
to whatever environment he or she is devel-oping or adding
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to, it must involve images of place--of man and his inter-
action with his environment--in order to succeed. I most
certainly have begun.to develop rules and techniques for the
assembling of form, which will come out in the three chapters
to follow.. It will reflect itself in both the images I have
chosen and the forms I have produced. Yet, above all, the
images serve most importantly to keep one constantly in
touch with the real qualities of experiencing the environ-
ment, capturing a sense of place. As I apply the more
abstract tools of designing through drawing--organizing;
searching for patterns; exploring ways of epitomizing the
forces at work in any environment--the images keep me in
touch with my purpose. Without the images, to recall
Christopher Alexander's statement at the outset of this
chapter, that which I would propose to create, independent
of its internal logic or formal consistency, would be chaos.
I would like to conclude this chapter with a few con-
nections between the recording of the experience of a place
and the use of that information in assembling a place in
another context. There is a very direct attempt to capture
a quality of place, of bunches of places, which allows for
the possibility of events to happen (fig. 32/33, fig. 34/35,
fig. 36/37). 33
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The drawings themselves reflect an intense interest in
an assemblage of places, and the places are defined as
events:
fig. 34: flat rock fig. 36: leap
flat rock below surface bounce
squeezed faster eddy
cross over surge
hits rock at other side bubble
foam boil
side trickle between rocks
I find the images, the perception of the images, and the
resulting places all share the same qualities; and the
qualities are very direct. Two of the drawings are taken
from Lawrence Halprin's Notebooks (figs.32 and36), the other
34 from RSVP cycles (fig.34). They were done preparatory to
the two built projects, one in Seattle, Washington, the
other in Portland, Oregon. The connections among all these
images come as close as anything I know to the ways in
which images can be used to explore existing places and con-
ditions for the qualities which embrace human participation,
which generate enabling associations.
Ultimately, in any designing one does, where one takes43 all which is outside oneself, and combines it with all
35 which is inside oneself, I believe there i-s a distinct
F
pattern to achieving competence in the creation of any
environment, large or small. Simply stated by an eighteenth-
century German poet and philosopher, it is:
Thinking is more interesting than
knowing, but less interesting than
looking.
- GOETHE
Wi-
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Assemblage, as the word implies, is the
creation of art objects by putting things
together - usually by taking them from
their accustomed context and combining
them in a new context.
- EDMUND BURKEFELDMAN
I have spoken of place; of house and city
as bunches of places - both; of the
in-between realm as man's home-realm.
- ALDO VANEYCK
Cpart II:
Assemblages of Place
LFJ
stone 1 - GUARDIAN STONE
stone 2 - CLIFF STONE tree A
stone 3 - HILL STONE tree B
stone 4 - PEAK STONE tree C
stone 5 -WORSHIPPING STONE
stone 6 - PERFECT VIEW STONE
stone 7 - ISLAND STONE A -
stone 8 - MOONSHADOW STONE B -
stone 9 - EVENING SUN STONE C -
stone 10 - TWO GODS STONE D -
stone 11 - PEDESTAL STONE E -
stone 12 - LABEL STONE
- PRINCIPAL (Central) TREE
- TREE OF THE EVENING SUN
- TREE OF SOLITUDE
WATER BASIN
STONE LANTERN
WELL FRAME
DISTANT LANTERN
WELL DRAIN
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I|- Chapter 1:300 Cobbles and a Tree
- placemaking with fo
Imagine yourself building a simple
porch outside your room: a column to
lean against; a gusset to strengthen its
connection to the beam; decorated with
fretwork, so that the light falls softly,
without glare from the sky; a rail to lean
on easily, so that you can walk out and
lean and smell the summer air; and the
yellow sunlight, lit by the yellow grass,
warming the unpainted wooden planks
. . . so finally you learn that you already
know how to create this ageless species
which is the physical embodiment, in
buildings, of the quality without a
name, because it is part of you....
- C. ALEXANDER
All that makes the woods, the rivers or
the air has its place between walls which
believe they close a room.
- JULES SUPERVIELLE
PRINCE RESIDENCE:
DECK/TREEHOUSE
34 Sherman ST.
Cambridge, MA
1976
fJ
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These photographs show the yard as it was
before the deck and treehouse were built. The
French doors to the left enter the living room.
The five floor to ceiling windows to the right,
off the dining area, are operable, and allow
passage to children, animals, and thin adults.
m
his first project was generated from a wish for
a large deck off the rear of a house in North Cam-
bridge, Massachusetts, and was built during the summer
of 1976. The owner wanted to extend the living area
into the back yard outside the house, with access from
the existing French doors opening out from the living
room.
In the middle of the yard stands a magnificent
tree whose trunk forks at the base, and the two re-
sulting trunks spread apart as they rise upward. Its foliage
spreads out in the summertime to provide a canopy for the
entire yard. Being the focal point, the tree establishes the
character of the yard, and the owner's two children, approxi-
mately nine and seven when the project was built, shared the
ebullient fantasy of a tree house/playhouse they could call
their own.
As the client, her children, my two co-designer/builders
and I began to explore the wishes, expectations, and feelings
about what the yard could become, the clients' projections
were predominantly in terms of activities and events which
'F'i
could be embraced by the design: a deck, to sit outside in
the sun and cool breezes; large enough for parties, for the
children to play; to dance; to drink; to converse; to cook;
a place to entertain, to read, to relax; places comfortable
for one or two; accommodating many. A tree house to play;
get up in the air, see the rest of the neighborhood; get
close to the sun and the leaves as they played tag with each
other and the wind. A gradual and gracious transition from
the house, to the deck, to the ground and the rest of the
yard--an apparent conflict between a deck off the ground, and
which, at the same time, meets the ground ....
The multivalent associations that one has with the place
as it exists and the place one wants it to become are not in
terms of an overall image, a logically consistent design.
Rather, they are often illogical, conflicting, disparate.
What does bring them together are the potential connections
between all the associations of activities and places that
one can feel or imagine....
Imagine.. .imagination...image. Each of the associations
one has with a place is more. often than not an image of a
place remembered, an event which has occurred, situations
which harbor the memory of feelings felt. Sometimes they are
ASSEMBLAGES OF PLACE
The eye it cannot choose but see;
We cannot bid the ear be still;
Our bodies feel, where'er they be,
Against or with our will.
Nor less I deem that there are Powers
Which ofthemselves our minds impress;
That we can feed this mind of ours
In a wise passiveness.
Think you, 'mid all this mighty sum
Of things for ever speaking,
That nothing of itself will come,
But we must still be seeking?
Then ask not wherefore, here, alone,
Conversing as I may,
I sit upon this old grey stone
And dream my time away.
- WILLIAM WORDSWORTH
EEC __j
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vividly clear, at other times vague and ill-defined, as if
shrouded in a haze. Yet, whether they are crystalline or
ghostly, they are no less real.
..Start with the tree....
the focal point of the yard; the desire to get up into it;
the childlike pleasure of transforming a four-foot-high view
of the world into a fifteen-foot-high vista, where one's
vision commands a much larger percentage of the world around
you. But there is more: the tree itself is a multievocative
31 place. There are places for just one or two (fig.3); there
are places for many (fig.4 ); a tree can be a quiet place to
get away, relax, contemplate; i-t can act as a bleacher for a
better view of an event.
Still, so much is dependent on the form of the tree:
the availability of branches as steps, or places to sit;
whether the tree generates branches close to the ground to
accommodate the climbing of it. When these features are not
available, one can start to be in a tree by getting close to
it, by entering the zone of the tree. When .it is too large
and inaccessible to climb, by getting up into the realm of
the tree, you can begin to feel a part of i.t (fig. 5). You
ASSEMBLAGES, OF PLACE
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can reach out and caress the living roughness of the bark,
have the leaves and branches of the tree within arm's reach.
As one generates images of what a place could be like,
and begins to explore them, it becomes possible to learn
from them what relationships exist which begin to give rich-
ness and quality to an experience, a place. The previous
example, using the tree, represents only one--and a partial
one at that--of a wide range of associations one begins to
develop about a place. They are usually either stimulated
by the context of the environment in which one is to design,
such as the powerful presence of the tree, in this case; or
from projective uses--whether they are in terms of a formal
"program," or in terms of less concrete images, such as a
''a warm place in the sun," "an outdoor room," etc. One's
wishes may be very clear, as in the first case, or just a
vague feeling, as in the second, but they share one thing 5
in common--they are both equally real.
** ****
In order to discover patterns which are
alive, we must always start with
observation. .... Now try to discover
some property which is common to all
the ones which feel good, and missing
fram all the ones that don't feel good.
- C. ALEXANDER
ASSEMBLAGES OF PLACE4
-P
L
1Wj
Il-1
The drawing of PLAN 1 represents a
more fully developed proposal than was finally
built. Time and money being in short supply
at the time of building dictated that we focus
on the deck and treehouse. PLAN 1 includes a
cobbled path running from the gate to a
covered storage shed along the fence to the
northwest. It runs parallel to a flowerbed/
garden to the left, and the direction in which
the beams begin adding up on the right. The
shed was to provide a place for bicycles, wag-
ons, garden equipment; whatever was related
to the back yard outdoor activities. A smaller
path moves under the right hand portion of
the shed roof, and down a few steps along a
terraced garden area. In the lower right hand
corner of the site, along the house, is the
suggestion of a path, a few trees. They
culminate in a small, contemplative place, as
yet unbuilt. This proposal will be mentioned
later in this chapter.
PLAN 2 (p.42) includes the portion of the
design actually built. The cobbles, one step up
from the initial path, are retained by railroad
ties. The path leads one right, past the smaller
deck platform, and up a set of stairs to either
deck. It also directs one left, past the tree and
under the treehouse platform, to the upper
portion of the yard. The yard eventually
engages the deck in a series of steps, fanning
out of the earth until they get within a step of
the deck.
SECTION A:A is indicated on each plan. It
gives for the most part an elevation view of the
built environment, looking toward the house.
These drawings are to be referred to as one
explores the images that follow.
01-41
-91
PLAN 2 (deck/treehouse as built)
012 34 5 10
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This is the first of three projects which were
all attempts to create environments with the
same character as the way I have come to
believe we perceive and associate with our
environment: they are all "assemblages of
place," generated from the desire to capture
in a direct way some of the qualities of the
associations one brings to the environment.
The larger place on each page (2/3) will
generally hold images or drawings of the place
which was created. The smaller place on each
page (1/3) will generally hold images of places
which exist elsewhere; there are a few which
exist only in paintings and drawings. But in
either case, they are images which hold
associations of feelings, forms, relationships
which were trying to be captured in the newly
assembled environment.4
I have included scaled drawings at the
beginning and at various points within each
chapter. They are meant to be primarily
orientive - acting as a reference to the
organization; indicating the relationships
among the parts; supplying dimensional
information. The focus of the thesis is on the
images which follow. The drawings are meant
to be an aid in locating the images, as well as
supplying the larger context of the place.
r
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abstract representation of the place. It is with Ii
the hope that it is possible to be direct in
transferrring the qualities of places one likes,
places that made one feel close to and -
engaged within one's environment, that I feel
the images can stand alone, telling their story.
It is with the hope that the images, with a few
accompanying words, can be seen as the core
to a design process.
Lest I be misunderstood, I will repeat that
no design process can be without rules;
without an understanding of a basic vocab-
ulary of form; without the skills to abstract,
organize, epitomize; without the ability to
develop and refine graphic conventions to .
represent as well as possible what it is that
one is designing. Yet, at its core, this thesis is
generated from the belief that enabling
environments come less from a logically
consistent design syntax, which forces
decisions to be made for the sake of that
syntax, and more from exploring and learning
from the multivalent and often illogical
associations one brings to any environment -
the collage of associations which combine to
generate a "resonance of place."
SECTION A:A (looking northeast)
laying the foundations -
300 granite cobbles
scattered on the site;
Like New England farmers
clearing the fields...
... stones to be collected
consolidated
assembled:
Foundations
growing out of the earth
craggy and
rough.
Marking the points of passing
between ...
Breaking away top
and bottom
to capture space ...
Centering at the entrance to the house
in one direction,
the gradual opening out
to the yard in the other...
to take the pounding
of many feet
The detail of a connection
remembered ...
modified
manufactured
out of steel discovered in the cellar.
Like the cobbles:
materials found on the site.
PLAN (indicating parallel field of beams)
the Beams set a rhythm
allowing movement with their direction
in out down up
Define a place to enter
- from the path belowi
- from the yard above
Move past the house on the south
allowing you gently down
to the ground.
a
the Beams run past post to post,
connecting the points
where the foundations grow out.
At the end of the deck
where the wall holds you in,
the foundation runs along the beam,
engaging it when it is in need of support.
I
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Where did this come from
this place...
this bunch of places?
IMAGES ...
... of how it might be...
remembered
recalled
The drawings represent the design,
help mold
and define ...
the IMAGES generate it:
the wish
the hope
... that it could be like this.
People above
people below
sheltered by the branches
and leaves a net
catching the sun - up
where you are
the guest of the tree. 9J-P LU0
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No crooks to sit in
No branches to hold.
Can you be
in a tree
Without being on it?
A place to sit
in the sun
in reverie ...
An old school chair
bolted to a plank
memories of spring days
in the classroom... wishing
you could be magically out...
Here you are, in the same chair
Quietly sunning in a tree:
Connections to the past
... a longing memory come true.
The tree separates
to embrace a place ...
which passes through.
Becoming part of the tree,
it stays just a little bit away ...
Respecting its life.LFJ 9-
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Once being up
there is also a place below
The floor a roof underneath.
An IMAGE: the memory of an
inhabited tree ... a
wonderful place;
the natural openings
Man associates a window and a door 1
... adds a roof..
The natural forms suggest .-
Man responds...
... in reciprocal harmony.
A tree exists,
soaring up as man builds.
Adding his forms, which grow upward
Once a single tree...
... it starts becoming a forest;
Man and nature combine.
Ai 1 whIi-
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Again,
the tree marks a place.
Man adds definition...
a table
a chair
sitting under
sitting among
a
f ield
of
stones
.. 14
From the tree soaring up
back to the ground underfoot:
The stones direct the path
pushing up to support
the posts.
A large stone
laboriously moved
marks a place;
a transition
a change in
ectlo"
a step up
The earth grows to meet the framework built.
The frame grows out to meet the ground. CL 
- 1
The stones
become a surface
directing the way...
A new material introduced
to mark
a step up
An assemblage of materials
A collage of surface ...
... fanning out as they are laid
... each different
in the manner assembled
they share a feeling
an attitude of care
in their placement.
17
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From the surface
of the ground
the stones begin
to grow...
St s merge into
giving direction
as one moves along them.
Outdoors,
the plants mingle
with the stones.
The planters are there
to be found ...
... have not yet begun to grow.
ASSEMBLAGES OF PLACE
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A memory of cast iron
harboring a fire ..
massive
strong
safe.
Sometimes stamped
studded
a rich surface,
the parts themselves
advertising.. .
their maker
their function
their fantasy as
The Perfect Furnace.
You scavenge for a cover like those you
remember:
Industrially strong
to go along
with the granite masonry.
You find
discarded
forlorn
a once noble door,
sold for a pittance
as salvage.
Dust it off
Lay it in place
its scars
speak
of a long life
as it celebrates
its new home.
'F' 
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giving new life to the particular
C-~
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The joy of found materials
gives a richness .
otherwise prohibitive 300 cobbles waiting on the site
or unattainable.. . A slab of slate:
two inches thick
by four feet by two
scavenged at an earlier time,
finds a home.
A plank of laminated oak:
2"x2" stock five feet long
bolted together,
adding up to a two foot width
reclaimed from the
neighborhood trash
we beat the hauler
to give it a home.
21 A place to cook
a surface
on which to prepare
A low wall
becomes active with use.
One surface up one surface down
low next to the fire to cook
high, separated from the fire,
on which to serve.
UP for the big, down for the small
pot plants
work bench
play . . .. the places are there
sit to accommodate.
putter ..-
ASSEMBLAGES OF PLACE
ll-1
connections between place
. . . an event is not
merely an assemblage of numerous
relations between many different things
thrown together into a disorderly heap.
On the contrary, the various feelings of
one thing for others are organized into
something with a specific and individual
character.
ALFRED NORTH WHITEHEAD
As one moves up
along the brick
to the deck
the tree
draws one up
into
the treehouse
Above
a place to sit alone
or with another
One can look down
down
on the fireplace, or
back
and follow the parallel
beams and rails
along the post
down to the ground...
and out.
IF 91
I
2 2
A ASSEMBLAGES- OF PLACE
l.-1
.4-
LL
I
23
he celebration of a stair
Three simple steps
move gently up
onto the deck, or down
Simple
yet complex
as elements interlock
in reciprocal relation
to generate a direction ...
a succession of events.
around the corner.
PLAN 3
(step detail)
-it
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noun
You approach ...
one side is low
ASSEMBLAGES- OF PLACE
SECTION A:A (looking southwest)
SECTION B:B (looking northwest)
24
near your feet
coming out to draw you in...
The other higher
solid
a sturdy handhold.
The masonry breaks apart
as a delicate wood framework
directs the way ...
each step a transition.
Approaching
things move all about...
one side hiqh
one side low
plants move alongside you
masonry, in many layers ahead
suggesting things to come.
Engaging
. . three gentle steps.
Moving gradually Up
from the earth to
the paved earth, slightly raised.
- From these stones
to a larger stone
__a step Up.
I have mentioned elements... which Finally, the deck
should be visible in the work. This must which moves along
not be taken to mean that a work should past the stone ...
consist solely of elements. The elements As you step up, the platform sweeps you along.
should produce forms, but without
losing their own identity.
- PAUL KLEE
(detail of a proposed PATH
PLACE
As you are on the built deck
a bit of masonry breaks away
moves around the corner. ..
a direction out
At the same time,
it builds up... intensifies
the corner,
holds the deck back.
As- the masonry breaks away
to allow you to pass through
The beam
generates a direction
out.
The end of one event:
The spacious deck retained.
The beginning of another:
A stair
A secluded
narrow path to a
Contemplative place
at the end.
This place ...
yet unbuilt
... its potential
still suggested
by the stairway out.
,PLAN 4
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If you like the family of gardens which
your garden language generates, then
the language is fine, but if the language
does not conjure up an image of a
marvelous place, then there is some-
thing wrong with it; and what is wrong
can't possible be corrected later when
you get to the process of design. At that
state, it is much too late.
- C. ALEXANDER
1
Chapter 2: A Secluded Outdoor Place in the City
- digging a hole and filling it up
PATIO
OF
GARDEN
APARTMENT
507 Constitution Ave.
Washington, D. C.
1977
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ou are given a site. You are given a job
to design/build, or as in this case, to renovate
the basement apartment of a townhouse in Washing-
ton, D.C. In the front, the houses are bunched
together, one to another in eighteen- to twenty-
foot intervals, separated only by the different
color of each facade. The rear borders an alley,
and there are concrete pads behind each house for
parking. Some have already fenced in their turf
for small patios (fig. 1). The basement apart-
ment wants to become a nice place, but as one looks out the
rear window, one is greeted with the glistening chrome of
front bumpers at eye level.
You have an image...a bunch of images. You close your
eyes and see a garden apartment; the rear opens up to a
wonderful patio. The warmth of the sun on the bricks and
the sweetness of the plants greet you as you move outside the
apartment; a bit of quiet outdoor privacy in the city. You
start by digging a hole (fig. 2). Now to fill it up with an
environment like the one that beams so brightly in your mind.
-P
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It is with a mind full of such im-
ages that one begins to design. A few
sketches are generated to explore these
images; to try to represent in some phys-
ical way the fleeting, mirage-like images
of the mind. As these sketches develop,
they become their own reality. Soon, one
is in a world of organizing; exploring
patterns of access and circulation; re-
sponding to the climate, the sun; working
with dimensional standards; buffeted
about by zoning ordinances and building
codes; trying to satisfy a thousand mas-
ters at once. There is so much to keep
in mind, so many design constituents who
are calling out for attention.
Somehow, it seems as if those marvel-
ous images of a place, which first held
your thrall, get pushed aside. The draw-
ings one is working on, in which one can
explore all the constraints and choreo-
graph a viable solution, become the thing
itself. As one is working on them, it
is too easily forgotten that these draw-
ings are merely a symbol system, a lan-
guage used to represent the thing itself.
The drawings on these two pages are
just that. They appear somewhere between
the image and the thing itself. They
have the power to allow the thing to be
built, by yourself, or by someone else.
But the only real test as to whether the
drawings say what you want them to say,
or represent what you think they repre-
sent, is to build it, or have it built.
The former is always the most instruc-
tional in understanding what it is you
are representing; the latter is most in-
structional to understanding how it is
PA N communicating.
MPLAN 0 t 0
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For my purposes, the drawings on
these pages represent a way for the read-
er to orient him or herself to the images
which follow. They supply many of the ~
clues and specific dimensional informa-
tion about how the place was built. Yet,
the focus of this thesis is not how I
have chosen to graphically represent the
qualities I was after. That is another
long and potentially fruitful thesis in
itself.
The focus here is on the way in
which the images I held of a place were
made manifest in the place itself, in
spite of, and in addition to the existence
of the drawings from which the place was
built.
The plan, on the opposite page, is
cut about three feet off the patio floor, SECTION A:A (lookinq north)
except for the southwest corner, which
has been cut two feet above the origi-
nal ground level to show the entrance
from the alley, and the garbage storage
container. The sections are as marked
on the plan. The entire lot area is
little more than six hundred square feet,
yet there was the constant hope that it
could accommodate many of the places and
qualities that were images in my mind
as I began to think about what the place
could become.
So the building process begins.
The hole has been dug; the footings are
trenched out; the concrete is poured. -
Suddenly one's world is filled with
dirt, water, formwork, rubber boots.
The wet concrete churns out of the
truck, sloshing and bubbling as it gets
pushed around. It starts to fill up -
the hole; it is hard to imagine some-
SECTION B3:13 Iookinq west)
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thing so fluid and wet becoming so hard
and permanent. What does all of this
have to do with the images? Decisions
are made which now become much more dif-
ficult to change. The workmen follow the
plans, often wondering why, or not car-
ing. The images do not exist for them;
only the drawings from which they work.
Slowly, the images which suggested the
reality, and the drawings which repre-
sented the reality, seem lost to the
emerging reality of the dirt, the mud
which is beginning to harden, the bricks
which are waiting to be assembled. One
hopes that they are all part of the same
thing. Slowly, painstakingly, the reality
begins to take form. A few cinder blocks,
a brick facing start to grow out of the
earth.
Places begin to take shape. One can
finally begin to evaluate them in their
own terms: too big? too small? too
high? too low? One begins to reflect,
reconsider, cycle back through the en-
tire process to check whether the reality
corresponds to the representative images
in the drawings. One checks whether, in
fact, it has anything to do with the col-
lage of mental imagery that made it such
a nice place in the back rooms of the
mind.
The process goes on. One tries to
keep track of this detail, of that detail,
constantly checking to determine whether
there were details in the images that
never found their way into the drawings.
One begins to learn about what has to be
accounted for; begins to strengthen the
connections among the images, the design,
the reality, constantly learning what it
means to design.
jL0
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The place begins
to take on a form. It
becomes possible to
observe the result,
and to test those ob-
servations against the
image. As it becomes
real, as the feelings
one has for a place
begin to take form,
there is an uncanny
excitement, tempered
with fear: "Will it
be like I imagined it
to be?" one asks.
Without the stim-
ulus of images, it is
merely what it is:sit-
ting there, solid and
dead. Only by associ-
ating with it through
the images, feelings, and expectations
of what it can become, does it begin to
come alive. Only then does it allow
people to participate in it, to associ-
ate with it, to work with it to gener-
ate the events which are its potential.
The pages which follow represent an
attempt to describe a design process as
a collage of "images of place." They
hopefully hold within them the qualities
and relationships that were imagined and
hoped for in the resulting place. The
images define how the process began.
There are connections suggested between
them and the newly-assembled environment
The hope is that they establish the po-
tential which this environment can hold
for the associations of others, and
allow for events to happen within it.
*** ****
-
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Finally, it becomes
a reality.
But through the long process;
the design
the construction
the arduous process
of making it real,
Has one forgotten where it began?
An image of a place
. . .images of bunches of places ...
of events that might happen
activities to embrace ...
Comfort in the sun
K
the image
of
a place
to talk
drink
cook
eat
relax
Some plants to nurture
places to be
... to accommodate the experiences andfeelings
of life. 9-
You have an IMAGE:
an outdoor place
a secluded place
a bit of privacy
in the city
without having
to be locked
inside.
To lie in the sun...
The lush of the plants
A bit of fragrance in the air ...
A gentle breeze. . .
... to relieve for a moment
the noise
congestion
heat
asphalt
of the city
you are in.
M
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To move along a railing
looking down
to a place
through the leaves
the plants
a place to sit
Lost in the activities
the place
might allow.
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Does the real, newly assembled
place
feeling
experience hold the key
to suggest the image?
Can it harbor the same
associations
or have those
associations been lost
in the
planning
designing
building
. . those things
that come between
the image
and
the place.
11:1 -- ~ 91
The image
has the potential to suggest
the real:
a place
the feelings
the experiences
that are desired
can be projected.
A -
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You open a window
install a door
Imagine ...
looking out
getting out
to a place
where the sun filters down.
the extension of an apartment
A bench
the bricks
the breeze
welcome you out.
A small place
to relieve
the entrapment of
an apartment in the city.
-P T9J
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IL1-2The first place I think of when I try to
tell someone about this quality, is a
corner of an English country garden,
where a peach tree grows against a
wall. The wall runs east to west; the
peach tree grows fat against its
southern side. The sun shines on the
tree and as it warms the bricks behind
the tree, the warm bricks themselves
warm the peaches on this tree. It has a
slightly dozey quality. This tree, care-
fully tied to grow flat against the wall,
warming its bricks; the peaches grow-
ing in the sun; the wild grass growing
around the roots of the tree, is the angle
where the earth and roots and wall all
meet. The quality this peach tree has is
the most fundamental quality there is in
anything. 
- C. ALEXANDER
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You imagine a low wall of brick
with bushes bursting out
climbing over
their tendrils grasping
for a hold on the
brick's rough surface.
You remember places ...
... where you felt the warmth
of the brick
from the sun
the moist dew
cool on the foli
damp
refreshing
against the languo
sun-baked brick
age
rousness of the
8
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A cool place
under cover
to look out through
a forest
of masonry...
A buiilt landscape
offering glimpses
of
places beyond.
The sun plays tag
with the shade
among the forms
and
the places they define.
[P U 9-
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What I want is to design events which
occur... which have no necessary or
recognizable form but which guarantee
qualities of experience, That's why I
am fascinated by [as who isn't] old
streets - colorful people crowding
them - non-alligned architecture and a
sense of growth. Against that, I am
bored stiff with architecture which has
form no matter how beautiful because
form is evanescent and intellectual and
transient whereas experience in depth
of perception is constant.
- L. HALPRIN
17 3-t~
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moving Up
and
out
__ dLFJ
The memory
of
masonry
adding up
to create a landscape
stairs to climb, the
man-made walls,
openings
arches
... spanning to support
the weight of the mass above.
... creating openings
caves and
grottos
in the rock.
Above
places
places
seeing
Below
to be
to get to
the way to go.
73
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Stairs ascend
through a gap in the rock
a low wall marks a place
just off the path
to stand
sit
momentary rest
to look back from where you came
A post
marks a place
around which to turn
to continue
to move along your way.
12
The stair
moves up...
around ..
on its way to
a place.
The space underneath is
carved out
to be used:
another entrance,
for storage...
A richness of movement and
use
The potential for life.
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A few simple steps
allow one to climb
emerge from the earth
whether carved or
built up.
The same family of form and
material
grows out from the walls
to accommodate
the ascent.
14 i
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A series of transitions:
. . . .. . . .1 5
the stairs move up toward
a break in the wall
a small landing
a place to get off the path
a low wall to lean against
to sit
or to move past
through a door.
r_ - -- - -I -- _7 - --- - -- M
aAs one moves up
past a post
out
and around,
one moves with a wall ..
more steps to a landing
an entrance
a point of arrival
from which to pause
from where one has come.
look back
connections
between moving UP
and
being down
r 44
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A set of stairs
a path along a rail
a place of movement
A sense of where one is going and
from where one has come.
A place to be:
a balcony
to watch
a view.
to117
The earth provides a surface
from which the steps
grow out of the ground.
.moving up to a more precipitous place
in need of
a protective rail
of filigree of iron
or wood
to protect
but remain open to the
light
air dancing among its 18
more delicate
elements.
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A collage
of places
interlocked
lead your eyes upward
Stopping.
for a moment
to acknowledge each
place as special, yet part
of an assemblage of
elements nusly up.
leading you continu
19
And higher,
a fire stair
soars upward. .
. a framework
delicate, yet
strong
defines and controls
a world more air
than ground.
You look UP ahead
a field
of elements
speak of place.The earth projects out
to form a
place
The rail speaks of
movement along..
But also, a place
to stand
to look
to lean down.
The brick earth
builds up from the
ground
becoming less massive
lighter
as it moves upward.
The brick,
growing up
from the patio floor,
defines the lower environment
a masonry world
to be in.
As it climbs,
it shares with the ironwork
filigree
a place
both up and down.
-P Ut
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exploring
the assembling
You build out of earth
in increments...
an assemblage of units
added
one on
another
Each brick is a decision
. . .placed uniquely
in position
... can respond to more
than itself
as it combines with others,
making decisions
greater than one, yet
less than the whole.
ASSEMBLAGES OF PLACE
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A band of brick
projects
from the wall
generating
direction
.. a force
... the line of the floor
it moves you along
steps up
to respond to wraps aroun
a change
in the ground.
As a planter grows up...
Makes a place for a light ...
Responds to the force of a column...
... pressing down from above.
F I
Ornament?
Relief ...
. . animates the wall
... defining the parts..
The surface
is more than a plane
A brick's dimensions
are three
... to be used to advantage.
EFLfJI
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With an image
of
place
in your mind...
of events
experiences
activities
You generate the forms.
But what are the forms
of such transient
affairs
as light
wind
air
joy
sharing
relaxation
experiencing an environment?
- w
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You hope for
people and
places
to share reciprocal life;
Each enhancing the other
in many different ways
at many different times.
A framework
a set
a staging
for life.
As Shakespeare suggests ..
we are all merely players.
Does the environment
supply
the appropriate
the enabling
props?
LU
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An image
of events
participation
of life
forms a
collage
of experiences:
25
A fire
in consonance with
the sounds of a
horn
tambourine
violin
cello
A dying day
closes comfortably
over a collage of
peoplesightssounds
of a
place.
There is little justification
in the logic
in geometry
of forms
unless
in addition to ...
in spite of ...
the forms
People
can embrace and
find harmony with the
spontaneity and
illogic of their
needs
wishes
d'esires ... the joys of theirfr~INil
LFJ
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lest we forget why we build
Architecture has rarely produced com-
plex events, because its commitment to
order never allowed it to perceive the
logic of disorder. Even when it seriously
tried to deal with people, it was only to
convert them to order... . Unlike order, disorder cannot be designed. Those who
have tried to do so, have designed a disordered order; that is, another kind of
order. Infact, the real point is not that of
mimicking the surface aspects of dis-
order but creating the conditions allow-
ing for a free expression of disorder.
- GIANCARLODI CARLO E
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So there is hope
for an order
of
Forms
as assembled
which has constancy
with the
Form
of people and
events.
Shared contact
across
a space
from
balcony to below.
A place (behind) to
sit and
eat.
Stairs
to sit for two
to quietly converse.
To cook up
where the smoke can
escape
to the wind
without teary eyes
for everyone
around.
E
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Below
pockets of people
fill up the space ...
the wall
forms a c a place
0
rner
off the path
to sit
eat and
drink.
A post
A wall to lean against
as one relaxes
eats and
talks.
The planter (behind)
a seat
when no chairs
remain.
U-.
EjEE~z~J J LP Lii.
86
Et
ASSEMBLAGES OF PLACE
ll-2
A fence
interlocks with
the brick
affording
privacy
to a place.
Yet, the breeze
can slip through...
The fence
directs and
channels
the wind
to cool the hot days
Gives a glimpse
in
or out
while being
predominantly
enclosed.
0
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You design.. .
.. . perhaps you build
abstract
organize
arrange
structure
support
materials
forms
dimensions
relationships
for themselves?
Or for what?
... All tools of the trade,
but
the images
as tools
are as important as all. ..
They generate a feeling
Test a form
Give a way to explore
relationships
among
people and
places.
For places generate
feelings
assembled
in many ways.
Relationships of
physical form with
physical bodies of
movement and
rest.
Any moment from the complex
interaction
in space
over time
signals
a place.
LF
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The essential purpose of design is to
create the possibilities for events to
happen.
- LAWRENCE HALPRIN
This building feels - and it is a good
feeling- that Ihad nothing to do with it,
that some other hand did it.
- LOUISKAHN
Chapter 3:
THE EISENBERG HOUSE
Pepperell, Ma.
1978
Disassembling the Object
- events along the way
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his house does feel like I had nothing to
do with it. And it is a good feeling. When I
came upon these words by Louis Kahn, quoted on
- - the preceding page, they resonated in me with an
overwhelming sensation. Although I worked on it
very intensely before and during its construc-
tion and was involved in many of the decisions
which determined its structure and its form, my first visit
to it after the owners had moved in was very exciting. As I
shall describe later, most of my contributions to the house
were generated by Halprin's motto (see p. 89); I tried very
hard to "create possibilities for events to happen."
When I first walked in, after it had been fully inhab-
ited, the owners had embraced these places; the places had
become their own. They had personalized them with a warmth
and a richness beyond my own imaginations. They had trans-
formed the house into another place; it had become magically
theirs. I could recall the associations I had had with it
as it took form; but now I could marvel at the associations
they have brought to it.
921
This house was built by and for Jason and Cary
Eisenberg in Pepperell,-Massachusetts, in the summer
of 1978. My introduction to the project came just
prior to the start of construction, and my role was
initially conceived in terms of guiding and contrib-
uting to the actual construction of the house.
With little building experience, but with indefati-
gable energy, the Eisenbergs were prepared to act
out their fantasy of building their own house. When
I first met them, I found their enthusiasm to be infectious,
and knew I would thoroughly enjoy working with them.
When I was first presented with their preliminary plans
for the house, my enthusiasm suffered a momentary setback.
The initial plans were generated by the wish for a southern
orientation to accommodate the maximum solar insolation; to
take advantage of the most dramatic outlook; and a desire for
any airy and spacious living area at the higher elevation, to
take advantage of this view. Yet, these intentions seemed
remarkably singular. There was an unavoidable tyranny to
the object-like character of the house; it could be epitom-
ized without abstraction as a square concrete box with one
shed roof. I found it impossible to associate with it in
The original north facade, as shown in the
drawing, was a blank concrete wall, with a
single door through which to enter. The roof
came severely thundering down at you as you
approached the entrance. It had a surreal sense
of mystery about what might be inside, but it
was neither welcoming nor engaging. The
photograph again indicates the changes that
were made.
W
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terms of a living environment. It was impossible to project
places in it which could begin to accommodate the wide range
of moods, feelings, activities and interests, which make up
people's lives. It was particularly difficult to do so after
meeting the Eisenbergs, who projected an infinite range of
interests, enthusiasms, and activities.
As we began to discuss the house, I expressed some of my
trepidations, and found it necessary to let them know a
little bit about myself, and my attitudes about architecture.
This led to a number of wide open, freely associative discus-
sions, which confirmed my initial sense of the richness and
disarming complexity of their lives in terms of their percep-
tions, activities, thoughts, and interests. As I tried to
relate these things back to the environment they were gener-
ating to harbor them, I felt that many of their anxieties
about journeying into the uncharted waters ahead of them,
regarding both money and experience, had much to do with the
house they had developed. As we began to talk about the
house and the methods for its construction, many of their
anxieties seemed to lessen. They began to open up to the
possibilities of all the places the house might hold, and it
became much easier to share some of those fantasies. We
94
began to explore a whole range of issues, and as we came to
share our attitudes and. feelings about both the necessary and
desirable places the house might embrace, the house began to
change to accommodate them.
There were a number of external conditions which bear
mentioning, for they had the greatest influence on the final
result: First, was the issue of money. The original house
had been costed out to a figure which the Eisenbergs were
able to afford. In terms of square footage, they .had given
themselves.the maximum their budget would allow, which in-
cluded absorbing much of the labor cost themselves. Given
the financial constraints, they were unwilling to make
changes or additions involving unanticipated sums of money.
Second, was the issue of time. I became involved in the
project approximately three weeks before breaking ground.
Many important decisions had already been made and there was
an urgency for completion within four and five months, with
the vast majority of the work to be done in three. Third,
was the issue of authority. Although the Eisenbergs welcomed
any knowledge and experience I could provide, and embraced
many of my thoughts and attitudes about design, I felt a
strong responsibility, both to the Eisenbergs and to the
'E Eli.0
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house, that it become the house that they built. There was
neither time, money, nor desire for me to become their
'architect.'' I felt compelled to accept their basic organ-
ization and form, and to consult with and assist them in
making it as rich and as accommodating as possible. Although
I had some reservations, I did not find this to be a problem.
It merely established the context. Had I been involved
earlier, the context would have been the site, the clients'
attitude about it, and their same wishes and desires for
what the house was to become at an earlier, less well-formed
state of development. The resulting form may have been very
different, but. many of the qualities would have been the
same.
I-~ I -
SECTION A:A (looking west)
PLAN lb (upper floor)
PAN 1a (ru )
PLAN la (ground floor)
With the preceding preparatory
notes out of the way, I would like to
get on with the discussion of visual
associations, and the search for a
"resonance of place." the images
of the house so far have merely
reflected the influence of the place
making process on the facades of
the house. I have included the
plans and sections here, both to
familiarize you with the environ-
ment, and to indicatethe influence
of placemaking superimposed on
the original plans.
On the left are plans and a
section of the house as it was first
presented to me. On the opposite
page are the plans and a section of the house as
it was built. As I familiarized myself with the
house, and the Eisenbergs, I began to generate
images of places in it which started to have an
identity as places: where I could imagine being
alone, or with others; quiet or boisterous;
warm and enclosed, or windblown and
horizon-gazing .... I would share these images
with the Eisenbergs, trying to discover a
resonance of feeling in them; I would try to
listen attentively as they explored their
memories of places which they felt strongly
about. Too often these images were shared
verbally; it is difficult to have all the images
your mind associates with at your fingertips.
But I tried to find images, share the images
themselves, rather than verbal descriptions of
them. Often a nod or a grunt in response to an
image will tell more than any number of words
could accomplish.
L_
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It is always a struggle to be as 3
direct as possible with the images
of places one likes; that contain at
least a partial set of conditions
which are shared by the environ-
ment one is trying to develop.
Things always have to endure
multiple changes in order to
become appropriate to a new
context; they are abstracted, dis-
assembled, rearranged; parts are
discarded, other conditions are
added.
As some of these images were
transferred to the drawings you
see on the right, dimensions, ad-
jacencies, structure, materials,
mechanics, all had to be worked
out, and each of these processes
has its own logic, its own order.
But ultimately, one must determine the
objective. Is it to abastract and analyze and
manipulate the images into a logical prin-
ciple, where the connections to the initial
image is only arrived at upon exploring the
thought processes of the designer? Or is it to
transfer the "quality of place," to evoke in this
new place the same feelings, the same
sensibilities which were originally stimulated
by the image you recall from your memory, or
discover elsewhere?
I have tried as much as possible to be true to
the latter conviction. There is much informa-
tion to be found in these drawings, and they too
have to be evaluated on their own terms. Yet, I
consider them a tool - with which one must
become thoroughly familiar and proficient, but
nonetheless a tool - with which to transfer a
rich and often ambiguous set of thoughts and
feelings from the imagination, from other
places which exist, from wherever one finds
them, to the place you are helping to create.
-_J
REVISED SECTION BIB (lookina west)
REVISED PLAN 2b (upper Tloor)
REVISED PLAN 2a (upper floor)
i
I
I . i .
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The drawing to the right is a composite plan represent'-
ing how I tried to organize my contribution to the house. My
first response-to the object-like character of the house was
an attempt to soften and interlock in.some reciprocal way the
continuity of transitions from approaching the house, enter-
ing it, gaining one's bearings once inside, ascending the
stairs, moving through the house, and finally having the
opportunity to be once again outside the house, both higher
up and on the other side. It was conceived as a m eandering
path which had many places just off it, or included as part
of it, along the way. It was intended to be a humanizing,
more intimately engaging counterpoi nt to the severity I found
in the hard-edged form of the house.
It was literally trying to be an ''assemblage of places,"
which had some reference back to this path. Each "place'
was intended to have an identity of its own, while not being
exclusive of the other places along the way. I hope that the
character of this assemblage can be drawn from the image
associations which follow.
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As one approaches the house from the northwest, it
became important for the house to move out as a welcoming
gesture to whomever might arrive. The building steps out
and turns to accept the visitors. The beam spans to form
a gateway of arrival, while remaining parallel to the sup-
porting structure for the roof joists.
The images speak of a break in the hard, continuous
wall, a shift along the fault line to allow passage. The
roof spans to shelter the gap; the infill takes up the
difference.
approaching the house:
the gateway
. Wi
8
4
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A bit of masonry breaks away;
perhaps not enough...
comes up to meet the post,
defines the gateway.
The post is an event,
two become one
as the table they once supported
is to be found within its
memory.
The glazing allows a glimpse within.
The planes of the sheltering roof
separate in concert with the rock.
2
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The gate marks a transition, but
the path moves on
in
A glimpse of a post - another - the same.
up
J
= "Is U
engaging
the house:
a place between
out and in
0 1 2 3 4 5 101
From more out than in to more in than out ..
Overhead
a glimpse of the light just left,
to be found again.
Another gate.. the formal gate?
lonic/Palladian. ... an order at rest
a direction in motion
II
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6
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.... 1...
7
................
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The door0
is more than a door:
A PLACE which extends to include a zone.
When the frequent guest is the sun,
it can penetrate the door and more;
a transom extends the zone of the door
to include another, a small door: allows
more sun
or other small guests: milk
mai l
words
without exploding the privacies.
i:1
When the most frequent guest is the cold,
still, a bit of glass will do
to glimpse:
determine whether greater access
should be allowed.
the memory of a transom expands the zone
theoor
A post is framed. ..on display door.
... provoking the memory
of places
outside
the door.
t-
-P
The switchplate: a gift...
... hand-tooled leather
from one who shares in the celebration
no matter how small,
no matter how common.
of place;
... Give sense to the vulgar
Give mysteriousness to the common
Give the dignity of the unknown
to the obvious
And a trace ofinfinitytothetemporaL
NOVALIS
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a place upon entering:
the suggestion
of places to go
To the
Left
is a place:
a step up to the warmthof the oak
under the feet.
Off the ColdEarthenGround.
The flagstone continues
inside
a place
to shed one's wraps
boots
shoes if
one still hasn't done so. 9-
0 12 3 4 5 16
The stair ascends
wit
the sun draws you up
h the earth by your side;
to the spacious
while dancing on the glass
which holds secrets
Above
Below.
-P
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A modest, small place;
not as rich as the Greek.
But the will to suggest
the same richness of Place ..
a balcony
a door
climbing over...
... going under being down being Up
'-ml.'-
9
/
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The rocks move up with you
as you begin your ascent,
separating motion...
... and rest,
yet keeping one accessible to the other.
There are places up ...
... ahead
places to the
side.
The landscape moves as you move
42 not to be left in your wake... EIJ
.IME
10651
412
1not to be left in your wake ..1P
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One may want to find the stone floor
in the stairs,
for that surface to move up;
but the stairs have their own story...
the memory of an old post office
.t mwhose floors they once connected.
Still, the floor comes along
o our side
..the masonry,
providing'surfaces to use ..
.. today's mail
the groceries...
plants
pots
artifacts
on display.
13
Working with the suggestions of the land-
scape, it is possible to organize a range of
interlocking experiences, each with a distinct
sense of place, yet not isolated from the others.
Et
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This area was, from the beginning, conceived
as a study, a family room, a place to relax, to
talk, to read. It was to include the wood stove, a
few comfortable chairs, the desk, the filing
cabinet... both open to the rest of the house,
but separate from it.
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A place ...
a step up from the entry
to distinguist it
A low ceiling, under the projecting
balcony
to capture and hold
the space of the room...
books
dogs
wood
warmth
warmth
winter evenings
popcorn over the fire
hot tea on the stove
letters to friends ...
... pay the bills
play some music. . .
chat ...
... type
stocking feet
slippers
crossword puzzles
dictionary
thesaurus
almanac
newspapers
drifting to sleep...
... lullabied by
the soft crackling of
dying embers....
h5F1091T
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... look at certain walls stained with
damp or at stones of uneven color. Ifyou
have to invent some setting you will be
able to see in these the likeness if divine
landscapes, adorned with mountains,
ruins, rocks, woods, great plains, hills
and valleys in great variety; and then
again you will see there battles and
strangefigures in violent action, expres-
sions of faces and clothes and infinite
variety ofthings which you will be able to
reduce to their complete and proper
forms. In such walls the same thing
happens as in the sound of bells,
in whose strokes you may find every
named word which you can imagine.
- LEONARDODA VINCI
-A
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a warm,
cozy place
An enclosing nook
to read...
a bench
some pillows
a pail
for clinkers.
Feet in wool socks
up against
the fire...
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The economy of a wood stove:
Defiant... of the expensive fireplace.
Yet still a fireplace ...
... the bricks
a hearth. . .
450 brick - scavenge unused sites, empty lots,
the slate hearth is free.. old shingles, yet.
1J
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Inexpensive? yes ..
but REAL
Luxury comes from the sense of place -
the richness
the warmth
not the money ...
... the place.
a place for ascending
... stairs, even when of a minimum
size, can be made to dramatize the very
practicality of their use and conception.
A narrow low hall without windows and
lined with closets, can carry with it the
conviction that efficiency, lack of pre-
tension, and lack offuss are admirable
qualities.. . .A great wide and beautiful
curved staircase is not only valuable for
itself but evokes a sense of luxury,
scale, importance, and ease. Stairs lend
themselves to dramatic effects better
than any other element of houses. They
can create interpenetrations of space,
balconies, long sinuous lines, and great
heights, against which people look and
feel more significant.
- PHILIP THIEL
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Certainly the grandeur of this stair depends on
the scale of the spaces adjacent to it. Yet even
in a modest setting, the range of events one is
made aware of along the way contributes to
the memory of the experience.
L....)P
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The large house - little city statement
[the one that says: a house is a tiny city, a
city is a huge house] is ambiguous, and
consciously so. In fact its ambiguity is of
a kind I should like to see transposed to
architecture. It points, moreover, to-
wards a particular kind of clarity neither
house nor city can do without; a kind
which never quite relinquishes its full
meaning.
- ALDO VANEYCK
Moving up against something
solid
protective
fixed
to the ground.
At the same time,
something
open ...
latticework
delicate
light
glimpses into a
place.
A forest of many kinds of trees:
the larger, standing alone
where the rhythms
of the unfolding
housescape
deposited the seeds for their growth.
The smaller, growing together,
generating a screen
fingers combing the air
of the space
passing through.
To be in a place -
catching a glimpse of
-P
STAIRS
tying together
your place
with others. 9-
The use of the house
will depend on the space
in the walls that is void.
-
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Towards the top
of the
sta irs
a window...
... no,
a screen:
a filigree of lead
from another
another
place
time.
beam
past... A
- by the path.
A gateway to arriving...
a condition recalled.
a transition in kind.
The bannister rails, too,
from another place
another time...
.a buillding forgotten...
. . .its qualities reused.
If you really want to make an EN-
TRANCE TRANSITION there, at the
top of the stair, you must close your
eyes, and ask yourselfj what would it be
like, if this was the most wonderful
entrance transition in the world? Imag-
ine, I close my eyes, I see a place from
which there is a sudden view, which you
can't see from the bottom of the stair. I
see a place which is filled with the scent
of jasmine in the summer. I hear my
step as I reach this place up on top: it
changes, because, perhaps there is a
creaking board. So now I begin to
imagine a stair which is almost closed
in, by wooden fretwork, the top places
with an opening which looks out on the
sea; a trellis overhead with jasmine
climbing on it. A seat across from the
door, where I can sit, to smell the
breeze. The stair made loosely, so that
the boards creak as I begin to climb the
stair. 
- C. ALEXANDER
. 9
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A stair,
very narrow,
enclosed ...
a different
experience.
But
the glimpse
of places travelled,
of one's yet to come.
22
It's not so enclosed
as spaces c r e e p
in front back
and over
the
beams.
- U
LU
Passing
under a
14
I
ASSEMBLAGES OF PLACE
11-3
Again, many places,
openings to all sides .-
sensing where one
came from...
... the events along the way.
Among one's possessions
a photograph ...I packed away
3 forgotten
in the shuffle.
A bit of a stair rail
a newel post
wainscoating
descending
A perfect place for it.
No special place was made for it..
.. the place
-o was just there.
- EWN@IdWIWdNI
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an
awareness
of
here
and
there
To know where one has been,
to sense where one can go...
a connection implied
yet
open to
other discoveries
along the way.
24
25... andacht zum k1einen...
[devotion to small things]
- PAUL KLEE
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hold space to be something purely
relative, as time is.
- LEIBNITZ
interpenetrations of space
can be identified by place:
"here"
and
"there' You cannot point
between
them.
But,
to the boundary
the difference between
is as real as it is
powerful.
"here"
and
"there"
At the same time as light
illuminates the forms,
it defines the character
117
I
of the space.
I I -
IN 27
HERE
and
THERE
can be
separated
by a line_
as a fraction:
1 2 3
2 3 4
Depending on whether one
stands back
to see it as
2
or engages the 1 alone,
or the
2,
each is as different from the
other as
each is different from the
2.
28
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Through the gateway, which marks an
arrival, the path expands to a space of some
grandeur.
The sheltering roof, which has been moving
ever upward since one approached the
house, is no longer subsidiary to the smaller
events along the way. It finally takes over,
and soars heavenward.
-P
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SPACE -
the meadow
the field
open
sunny
large
relative to
the forest travelled
to arrive here.
Small
relative to
the vistas beyond
the house.
-P 91i
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The sun
Too large,
too simple,
streams through
the plants
as one sits among
them.
I once thought:
"Ah, for a tile floor,
smaller panes
of glass,
even wicker chairs..
I hoped.
Yet, without them,
some of the quality
of
place comes through.
71270]1
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Just as the forests,
harboring the house 1-3
to the north
west east
open up to a vast
clearing to the south,
so does the path through the house
wander through forests of
small places
and many trees to the north
west east
opening in a vast clearing to the south:
One can almost see the road ..
The piano, once
grand... on the balcony above,
now tucked into a niche,
more modest,
sedate.
Yet, the sound opens up, it fills
the grand space, a pleasure to hear.
And there, past the doilies and lace
(yes, grandmother's house is still
bigger than life in my five-year
old memories: it is enriching to
have her still here),
in the corner of the large space,
another gate, another transition.
The morning sun streams in overhead,
I pass under the beam and out ...
The house, here large, protecting,
holds me; my eyes, my mind
take me out...
... into the vast world
to the road,
the town,
& the cities
I beyond.
ordering
the sequence
7U-LJ~L---JF0 1 2 3 4 5 10
When you have all the answers about a
building before you start building it,
your answers are not true. The building
gives you answers as it grows and
becomes itself
- LOUISKAHN
a) establishing an identity:
the signature of the house
c) the formal set of posts
defining the gateway to the inside
I
Krt Ls dihuL,
irt post in the upper right
a
e) the familiar post supporting the balcony
beam; the carved post atop the brick
supporting the dormer
f) from newel post to newel post, the stair rails
run up; the two beam support posts and the
flue set up a counterpoint on the
I opposite side
g) the neweL post marks the head of the stairs;
the recycled newel post
supports the gateway beam overhead
h) the post and beam which capture space
at the other end of the sequence;
they support the house as it breaks away
from the square; the beginnings of
a framework to suDDort the deck
suggestions
of inhabitation:
a bit of Baroque
One of the most exciting discoveries for me
in returning to the house after it had been
inhabited, were these "bits of Baroque":
details of virtual inhabitation of places that
were made. As in the Baroque, statues claim
parts of the structure which are their size.
Cary uses this shelf partially to display her
soft sculpture; you never feel alone in the
large room she watches over. Pepe, the
Mexican marionette, makes a home for
himself, where he monitors the activity in
both the kitchen, through the window, and
the living/dining area.
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30 Perched 
... playfully
watching over you,..
the capital of a column, a shelf
in the air ...
... share the space
FBIU
NNW
3The column capitals
the pediment
the scrolls...
Architectural orders?
ornament?
... historical trivia?
Yes ...
No.. .foremost, they are
PLACES
places to inhabit
with...
putti
princes
angels
and more...
... the joint
... the connection
are places
the beginning...
... the end
... passing...
of elements...touching
or not
the corner of a cabinet
offers a place to sit;
towels
on a rod
embraced in mid-air ...
the connection
made human
in jest...
.. with zest.
Such eager delight.
125
.. thejoint
is the
beginning of ornament. And that must
be distinguished from decoration which
is simply applied. Ornament is the
adoration of the joint.
- LOUISKAHN
0
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These next few pages are really an appendix
to this chapter. They provide a glimpse into
the other rooms in the house. They have
changed only slightly from the original;
there was a wish to have them both much
more private from the openness of the rest
of the house.
Cary, who had ultimate control over the
kitchen, ERA notwithstanding, had fond and
vivid memories of her mother's kitchen. The
desire to approximate that kitchen was the
driving image behind its organization. As I
got to know the Eisenbergs better, and was
able to experience their intense working
involvement with their former kitchen, I
began to develop the image of the old
general store. The sense of chaos, generated
from the sheer volume of stuff it contains,
gave it a richness and a vigor which seemed
appropriate to the way it was used. It also
shares the wish to keep things highly visible
and readily available.
Lis
some places off the path
LE0
piaces to work 32
places to eat
... to stand cook
... to sit... eat talkdrink
work scrape ... whip
talk glue grate
no microwave paste can
... frozen dinners .., whittle freeze
not cheap-instant-quick. talk fry
A real slice bake
working kitchen boil
in glorious disarray. .
... an order
of place.
Ligh pools over place. .
(table or sink)
... streams through the windows above
Cary's kitchen. .. whose love
helped lay every
Stile ...
ti a simple place
a special place.
L
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A glimpse of the stairs
climbing up
out the door
A protected corner...
curl up in a blanket
sit
smoke and
read.
4. 
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A place ... to sleep
a womb...
closed and warm.
A memory of the roof,
until a beam spans the space
allowing over the bed
a canopy
of low.
The low
ceiling
extends overhead ...
... store bedding above
or whatever you might have.
small, simple and safe;
something more...
... of a place. Pj
P
... there is no way to separate the
situations in the world into sharply
human and non-human categories.
People, feelings, crowds, water, elec-
tricity, magnetic forces, motion, they all
form a single web... . Compare the
power and importance of these events
with the other purely geometrical
aspects of the environment, which
architects concern themselves with.
- C. ALEXANDER
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The reader already knows how the
expert works; he knows now how
the other kind do it.
-MARK TWAIN
L.
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His own nature's will to develop forbids
him to believe in anything perfect; but
everything that comes his way behaves
as if it were perfect. He has a vague
intuitive feeling that this order of things
is not as solid as it pretends to be;
nothing, no ego, noform, no principle, is
safe, everything is a process of invisible
but never ceasing transformation, there
is more of the future in the unsolid than
in the solid, and the present is nothing
but a hypotheses that one has not yet
finished with.
- ROBERTMUSIL
IKEZ0 7VDE~
- associated thoughts on the act of perception
1

IWhat man chooses to take in, either
consciously or unconsciously, is what
gives structure and meaning to his
world. Furthermore, what he perceives
is "what he intends to do about it."
- EDWARD HALL
Usually it is easier to perceive a thing
when we know something about it
beforehand. We see what is familiar and
disregard the rest. That is to say we
recreate the observed into something
intimate and comprehensible.
- STEEN EILER RASMUSSEN
,art I:
Introduction
- where I define this journey in terms of
the landmarks of its structure
1 Hi-
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ection B of this thesis should be seen as an appendix
to Section A. "The Images" represent the real, the physical
"stuff." But as the designing and building, the studying and
exploring were taking place, my head was filled with many of
the thoughts and concepts I shall touch upon here. "The
Words" represent a working paper, in which I have tried to
put down some of the ideas and associations generated from
thinking about the ways in which man perceives his environment.
Although this section is separated from the images which
precede it, there are many threads which tie them together.
Things I learn from doing are continually bumping into things
I associate with while thinking, and the two sets of things
roll around'together, each feeding on the other. If some of
the ideas in this section are of interest, I direct you to
the bibliography, where they can be explored in much greater
detail. I have included only those works which directly in-
fluenced my explorations in this section; they will, in turn,
generate their own extensive bibliography.
What follows, then, is a very loose framework on which
a few ideas are hung--ideas which have seemed important to
E~IPI
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consider in the search .to understand the relationships be-
tween man and his environment.
Man's perception of his environment seems to be cen-
tered, in many ways, on his perception of his world and his
culture. In most cases, his belief systems determine what
it is he chooses to perceive, and what he chooses to exclude
from his perception. Man decides what it is he perceives;
he sees what he wants to see, often ignoring what he cannot
explain.5 One of the most important ways in which we come to
know our world, and develop our belief systems about the
world--in short, the way in which we establish our equilib-
rium with our world--is prerational. It takes form through
the senses, and most of our rational life is spent trying to
organize these feelings into an understandable whole. But
we are human, so by our very nature our experience is a vast
assemblage of bits and pieces of ideas, emotions, associa-
tions, and relationships about, from, with, and to the world.
The best we can hope for is that some of these parts
have an internal consistency, and that their multivalent
interaction one with another proves to be fertile, enriching,'
uplifting, satisfying--in all, a sense of gain--rather than
LP mum
Nearly all learning is at the subconscious
level Thus we acquire a taste for a
certain dish, learn to like a person,
appreciate a painting, and growfond of a
neighborhood or resort. Things that
were once out offocus for us come into
focus, and we perceive them to be
individuals and unique. This power to
see people and places in their complex
particularity is most highly developed in
human beings. It is a sign of our superior
intelligence, yet we rarely feel the need
to apply the power in any systematic
way. We claim to know a friend or our
hometown well, although we have not
done research on either... We learn to
ride a bicycle without a manual of
physics; formal knowledge of the ba-
lance offorces may even be a handicap.
- YI-FUTUAN
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real is tempered by the frustration and confusion of not
being able to act, or not knowing how to.
The same sensation, the same element of feeling, takes
on many different forms, depending on how it is categorized;
how it is perceived relative to an entire set of sense per-
ceptions. It is impossible to understand one without the
others. One category can exist only in relation to others.
Each time our senses are bombarded with new informa-
tion, the very act of perceiving that information includes
the assumption that this new piece of information has stimu-
lated an association with something already known.6 We have,
therefore, a category, or a series of categories, already
established, with which this new information .shares common
attributes. We do not fully define this new bit of informa-
tion on its. own terms; rather, we associate a range of its
attributes with similar attributes in the objects and events
we have previously experienced. 7
When a bit of information does not find its way into
known categories of association, it slips into the category
of the disjunctive. How often have we heard the expressions:'
"I can't believe my eyes!" "Did I hear you right?"
I - -
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-r | Whitehead, taking it as read that the
word "stone" does so refer [to the
object one could hold in his hand], went
on to state that the piece of existant
stuff he had hold of contains every-
thing that you can find in it; and that,
try as you will, you will never exhaust
what it contains. You may find in it a
fossil, and that is an item in which the
whole pageant of organic life on earth
is focused; you may find in it calcium
carbonate, and in ihat resides the whole
of chemistry; you will find a color,
shape, and texture, and you have the
whole of painting and sculpture on your
hands; it might be a slingshot, and
David and Goliath are beside you; it is
full of atomic events which you can only
describe in the fumbling language of
Heisenberg 's Indeterminacy and Bohr's
Complimentarity; and so on and so
on....
When [Whitehead] wanted a word to
refer to the way in which a stone related
to geology, evolution, and the story of
David and Goliath, he said that each
relation was a "feeling, " whose inten-
sity and character was determined by
the "Subjective Aim " of the stone. The
stone drew all the other events together
into its own being by processes or
"prehension" a work which has over-
tones of what we try to attain in
"comprehension".... Every act of
perception, he maintained, involves two
modes of perception by "presentational
immediacy" and by "causal efficacy."
By "presentational immediacy" he
referred to what we have been trained
to think of as the immediate data
presented to us by our senses -
patches of color seen with the eyes,
LU-P
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a predominantly frustrating, confusing, unremittingly con-
tradicting one--in all, a sense of loss. These two sets of
images are by no means mutually exclusive: it is quite easy
to imagine something which is both enriching and confusing,
both uplifting and contradicting.
That it is possible to associate with both groups of
words illustrates how each of the elements in each of the
categories are contained in the spectrum of human experience.
In many ways, each category is essential to the other. The
very act of categorizing them is only to show a subset of
possible associations among them--each adding up to an over-
all sense: one of gain, the other of loss. Arranging these
elements in a different way, take a celebration like the
Mardi Gras: it is at the same time confusing and contradic-
tory, yet it is also uplifting, enriching, satisfying. The
loss of one's bearings in the confusion is more than com-
pensated by the sense-stimulation and the human joy of the
shared celebration. Or take the case of adolescent sexual
stimulation: at the same time that it is uplifting, enrich-
ing and fertile, it is also highly frustrating and confusing.
The emotional and physical stimulation which is wonderfully
Al
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organize our world. The ways in which we do organize it is
to a large extent determined by what our culture believes and
has come to know.
Today, our world is changing more rapidly than ever be-
fore, and it is very difficult for one to continually be
modifying his beliefs about the world he lives in, for belief
systems run deep. Yet, it is these same belief systems
which control his perceptions of his world. In the twentieth
century, a series of revolutionary scientific discoveries
have thrown the long-established ordering system based on
Euclidian geometry and Newtonian physics into an upheaval.
They both perceived a world of immutable truth, based on
rigorous laws, which allowed the world to be.seen as a well-
oiled machine. Although many still hold firmly to the
notion that. there are still such absolutes, the scientific,
artistic, and philosophical concepts which supported this
notion are falling into disuse, or are being overthrown
faster than we are able to mold them to fit into our belief
systems. Too often, new discoveries and new theories chal-
lenge us with a crucial misfit in that which we had come to
believe, and we are left hovering between the poles of the
LfJ
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Culture is man's medium; there is not
one aspect of human life that is not
touched and altered by culture. This
means personality, how people express
themselves [including shows of emo-
tion], the way they think, how they
move, how problems are solved, how
their cities are planned and laid out,
how transportation systems function
and are organized, as well as how
economic and government systems are
put together and function. However,
like the purloined letter, it is frequently
the most obvious and taken-for-granted
and therefore the least studied aspects
of culture than influence behavior in the
deepest and most subtle ways.
S- EDWARD HALL
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noises of certain pitch and intensity,
sensations of hard, rough, or soft
surface and so on.... But Whitehead
claims that a more primitive element in
perception is awareness, not of sheer
sensations, but rather of entities, which
are perceived as having some potential
effectiveness in the world.
- C. H. WADDINGTION
... wise passiveness, followed in due
course by wise hard work, is the
condition of creativity. We do not
fabricate our best ideas; they "occur to
us," the "come into our heads."
Colloquial speech reminds us that,
unless we give our subliminal mind a
chance, we shall get nowhere. And it is
by allowing ourselves at frequent
intervals to be wisely passive that we
can most effectively help the subliminal
mind to do its work.
- ALDOUS HUXLEY
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"Something smells funny about this!" or "Pinch me! I must
be dreaming!" All these metaphors are related to the senses,
and importantly so. I refer to them as metaphors, because
the questions are not directly related to the veracity of
the sensory' input as much as they are expressing the lack of
one's finding an appropriate associative category for the
information to be understood. The fact that these expletives
of disbelief are uttered in terms of the senses supports the
understanding that it is only through the senses that we are
able to know anything about the world.
The initial prerational associations, the resulting
awareness of which defines perceptioncan range in force
from the slightest breath of a spring breeze to the raging
assault of a hurricane, depending on the intensity of the
rush of associations.- These associations seem to just "hap-
pen";8something of the qualities we see in the object or
event we perceive triggers the association with certain
qualities of objects or event's which have imbedded themselves
in our memory, and inspire thoughts or feelings which are
recalled in the presence of this new perception.
It is our attempt to understand these associative
thoughts and feelings that lays the groundwork for how we
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invest it with meaning. It is neither indisputable that man,
or the world, is created in God's image: that is a matter
for religious belief. What seems to be true, however, is
that the world, and any knowledge of it, is only real in
terms of how it is understood by man, and therefore, it is
in man's image. Even religion is constructed by man to give
meaning to what it appears he cannot know.
Man's search to order his world defines his need for
some structure to organize the apparent chaos which assaults
his senses. Yet in the twentieth century, with work done in
biology, as well as the advent and evolution of psychology
as a discipline, it has become quite evident that the very
act of perception is based on the function of "ordering."
One cannot perceive something without seeking a series of
known categories of relationships with which to associate
the new information. It is these innate ordering processes
which allow us to begin assembling the massive amounts of
information to which we are exposed through our sense re-
ceptors.
Morse Peckham, in his book Man's Rage for Chaos, uses
some of the current trends in thinking in both biology and
I NTRODUCTION
. .. the phenomenon of uncompromising a
belief carries much more weight than -|
some special philosophical notions of
the nineteenth century. We cannot close
nor eyofthethe fact athsarthe greatmajority of the people can scarcely have
any well-Joundedjudgement concerning
the correctness of certain important
general ideas or doctrines. Therefore,
the word "belief"' can for this majority
not mean "perceiving the truth of
something" but can only be understood
as "taking this as the basis for life. "
One can easily understand that this
second kind of belief is much firmer, is
much morefixed than thefirst one, that
it can persist even against immediate
contradicting experience and can there-
fore not be shaken by added scientific
knowledge.
- WERNER HEISENBERG
For Newton, time and space formed an
absolute framework, within which the
material events ran their course in
imperturbable order. His is a God's eye
view of the world: it looks the same to
every observer wherever he is and
however he travels. By contrast, Ein-
stein's is a man's eye view, in which
what vou see and what I see is relative
to each of us, that is, to our place and
speed. And this relativity cannot be
removed. We cannot know what the
world is like in itself, we can only
compare what it looks like to each of us.
by the practical procedure of exchang-
ing message.
- JACOB BRONOWSKI
zealot, on one hand, and the agnostic on the other. We all
have a number of interrelated belief systems, and whether a
particular belief system is essentially religious, politi-
cal, social, or cultural, in more global terms, or profes-
sional and 'personal, in more particular terms, they always
hover between these poles: only the terminology changes.
We are now living in a world which is post-Einstein,
post-Heisenberg, post-Bohr--to name a few of the critical
scientific innovators who have left us with the catchwords:
Relativity, Uncertainty, Complimentarity. These notions,
supported by an innumerable collection of others in the
wide range of disciplines involved in man's search for knowl-
edge, have given cause for much reflection. The order which
we had previously assumed to be part of God's infinite wis-
dom, was no longer indisputable.
There is little doubt that the world is ordered in
subtle and sophisticated ways. But it makes a difference
who is looking at it, where it is looked at from, and what
it is that is trying to be understood. What we see no longer
has clearly defined edges, nor is it always the same when
we look at it at different times, or from different places.
What man sees has meaning only to the extent that man can
H-fJ
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in behavioral psychology to develop a theory about human
perceptual activity and behavior, and their relationship to
the arts. He begins by making the following observations:
Since art has survived for as long as it has as part of man's
behavior, it must logically fulfill an essential need for
him. At the same time, believing that the very act of per-
ception is based on the need to order, Peckham is uncomfort-
able with the traditional view that holds art to be the most
sublime manifestation of man's striving for order:
Only when he has established visual categories
does he begin to perceive rather than merely see.
Thus, the observer of a work of art already has
an order which he uses to perceive it with; not
art but perception is ordered.9
He-goes on to develop a well-argued theory that art, closely
tied to the creative act, and the perception of art, has al-
ways been a much more revolutionary and vital activity than
merely a more refined will to order:
Thus arises the paradox of human behavior: the
very drive to order which qualifies man to deal
successfully with his environment disqualifies
him when it is to his interest to correct his
orientation. To use an old expression, the drive
to order is also a drive to get stuck in the mud.
There must...be some human activity which serves
TROD
to break up orientations, to weaken and frustrate
the tyrannical drive to order, to prepare the
individual to observe what the orientation tells
him is irrelevant, but what very well may be
highly relevant. This activity, I believe, is
the activity of artistic perception. 10
In other words, at the same time that man is struggling to
impose a sense of order on his world through the rational
processes of organizing the categories of association, there
is this wish to appreciate and enjoy these associations for
their own sake. Each time one attempts to order his percep-
tion, he is abstracting the qualities of the thing he per-
ceives so that it can be understood in terms of other things
he knows. This very process ignores the uniqueness and par-
ticularly of the thing itself. Our "tyrannical drive to
order" is by its nature a dehumanizing one. 'At the same time
as we are struggling to understand something in terms of its
associations to an existing ordering system, we must have
the courage to accept the full range of free-associations
which revel in the chaotic. Only in this way can we accept,
appreciate, and exalt in the thing itself.
All prejudice, fascism, authoritarianism, bureaucracy--
in short, those things that dehumanize us, are based on this
__ ____ __L
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of changing scale: As one goes up in scale, say from
1/16"=1' to 1/4"=1', the level of information one needs to
deal with is much greater in detail; the physical elements
one is working with are much more tangible. As one goes
down in scale, say from 1/1-6"=l' to 1/100"=l', the implica-
tions of the whole become much more apparent; the larger
organization becomes much more tangible. The most profound
analogy regarding the implications apparent in changing
scale can be found in Charles and Ray Eames' film "The
Powers of Ten."
It is an awareness of the implications of changing
scale that have brought me most closely i.n touch with this
constant pull between the general and the particular, and
have forced the issue of the essential need for both. As
I attempted to organize this thesis, it became increasingly
obvious tha.t the need to establish my context was very im-
portant. I found myself unable to rush into a discussion
about visual perception without offering some background on
some of the cultural and epistemological mores which seemed
of great importance to how it is that we perceive.
The chapters that follow form a rough outline of some
of the issues which seem to me important in understanding
INTRODUCTION
At each scale there are global
invariants, and detailed variation... No
wonder we can watch the waves for
hours; no wonder that a blade of grass is
stillfascinating, even after we have seen
a million of them. In all this sameness,
we neverfeel oppressed by sameness. In
all this variety, we never feel lost, as we
do in the presence of variety we cannot
understand.
-C ALEXANDER
INTRODUCTIQN
1 .1-
D
D
))
-P
01t147
unrelenting will to order. They all push, shove, and squeeze
reality into classifications without respect for the thing
itself. Rather, they merely respond to it in terms of its
grossest resemblances. For example, take the pervasive
phenomenon of racial prejudice as it is summed up in the
cliche, "All blacks look alike; I can't tell one from an-
other." On the strength of the most obvious and most banal
classification of dark-skinned homo sapiens, a vast assem-
blage of peoples who represent the full range of combina-
tions of all other human characteristics, are abstracted
and caricatured by the will to order, with a total disregard
for the need to differentiate.
The very act of perception, then, is a twofold process
of Generalization and Particularization. Without the ability
to regard both simultaneously, our perceptions will forever
be dehumanized by order. on the one hand, or be made schizo-
phrenic by the seduction of chaos on the other.
One thing I have learned about building is the impor-
tance of the environment--the context--in which one works,
and the need for understanding and responding to that context
as best one can. I have also learned about the implications
rtEE
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man's perception of his environment. Part of how man per-
perceives his environment, if we recall the words of Edward
Hall on p.135, is "what he intends to do about it," and
therefore provides the key to man's relationship to his en-
vironment. For me, this is what architecture is all about.
Steinberg's drawing "View of the World from 9th Avenue,"
(p.135), is not pure fantasy. Although it is an inaccurate
recording according to factual information such a scale, di-
mension, geography, or any other physical relationships, it
accurately describes a New Yorker's view of the world, accord-
ing to his experience of it.
The search for truth and order in rational/scientific
terms, will not account for the human experience of per-
ceiving the world, in all its contradictory and illogical
ways. An architecture based on the same concepts of ration-
al truth and order will likewise not accommodate human exper-
ience in all its spontaneity, its contradictions, its irra-
tionality; in short, those things which give it life.
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ODart II:
In Man's Image
- the humanization of science and nature
Flawless as a swan
once was I
clear as crystal
I was too
Then came impurity
which I could not change.
For I'm only a mirror,
the image is you.
- JAMES OS WELL HINSON
1
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... the new ideas in physics amount to a
different view ofreality. The world is not
a fixed, solid array of objects, out there,
for it cannot be fully separated from our
perception of it. It shifts under our gaze
it interacts with us, and the knowledge
that it yields has to be interpreted by us.
- JACOB BRONOWSKI
Chapter 1: The Fallacy of Truth
In the whole science of physics there is
no such thing as a thing. Hundreds of
years ago we carefully forgot this fact,
and now it seems astonishing even to
begin to remember it again. WE draw
the boundaries, WE shuffle the cards,
WE make the distinctions. In physics,
yes physics, super-objective physics,
solid reliable four-square dam-buster
physics, clean wholesome outdoorfresh-
air family-entertainment science-fiction
superman physics, they don't even exist.
It's all in the mind. IF you separate off
this bit here [you can't really, of course]
and call it a particle [that's only a name,
of course it's not really like that, more
like waves really, only not really like that
either, not really like anything really]
surrounded by space [space is not what
you think, more a sort of mathematical
invention, and just as real, or just as
unreal, as the particle. In fact the
particle and the spave'are the same thing
really [except that we shouldn't really
say "thing"[, the sort of hypothetical
space got knotted up a bit somewhere,
we don't know exactly where because we
can't see it, we can only see it where it
was before we saw it, if you see what I
mean, I mean even that's not what it was
really like, it was waves for rather
Photonjof light carrying a message that
may well be very unlike the thing, sorry,
particle [remember this is only an
abstraction, so that we can talk about it
[it? sorry, we don't have an it in physics]]
it [sorry!] came from. After all, we don't
know that a thing [pardon!] is telling the
truth about itself [would you mind
looking the other way while I change into
something formal?] when it emits
[excuse me!] a blast [do forgive me!l of
radiation, do we?, THEN [if you have
followed the argument so fiar this [I
mean all these mathematical formulae,
ofcourse. What doyou think I meant?] is
how it happens to come out. Of course, if
you start in a different place [no, I'm
afraid I can't tell you what a place is,
although I could of course draw you a
graph] and do it in a dfferent way [do
please stop interrupting, darling, or we
shall never get done], it [it? What we
are talking about, my dear. It is
convenient to at least pretend we are
talking about something otherwise there
would not be much point in doing
physics, would there?] would naturally
come out different.
- JAMES KEYS
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o much of what "Modern Architecture" has become in this
century seems to be very dependent on a view of thp world as
determined by Newtonian physics and Euclidian geometry: a
world based on an order which was unimpeachable; an order
dominated by rationalism, seduced by the powerful allure of
truth. Certainly, the Industrial Revolution of the nine-
teenth century laid the foundations for the proliferating
belief that the subsequent technological revolution would
lead us toward an utopian world. Everything seemed possible;
the solution of the world's problems were at hand. The
wonderous materials of glass, steel, concrete, and even plas-
tics, signaled a burgeoning built environment, efficient and
economical to produce, with the inherent strength to build
far greater structures than could be previously imagined.
The future was ours; the possibilities were endless.
Le Corbusier could conceive the ideal "machine for liv-
ing," using these new materials according to their magnifi-
cent capabilities, and assembling them according to a math-
ematical construct, which he elegantly argued was the essen-
tial measuring stick for man and nature. What he failed to
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invent was the perfect human being to operate his machine.
How depressing it must have been to have come up with the
"perfect" environment, and be faced with such a bumbling,
careless, imperfect creature as man to operate it.
With this magnificent future ahead, those who were most
charmed by its potential saw in the self-indulgent bourgeois
Victorian Era of the immediate past a stale culture, steep-
ed in conservatism, wearing the ills of society and culture
like a badge. Suddenly there was great hue and cry for
shaking off the tyranny of the past, and focusing on the
gleaming brightness of the future.
Modernism, Futurism, Cubism, Di Stijl, all expressed a
forward-looking rationalism that was tailor-made for archi-
tecture; its affair with technology and mass production was
just beginning. All that was flatulent and self-indulgent
in the Art Deco and Expressionism was seen as destructive
to the future of architecture.
Piet Mondrian was one of the most articulate spokes-
men of the austere and rational preoccupation with "truth"
and "essence of form." The pursuit of these values was
seen as the only exploration that was "real." Much of
architectural thought at the time followed suit. In the
cm
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In general, all particularities of the
past are as oppressive as darkness.
The past has a tyrannic influence which
is difficult to escape. The worst is
that there is always something of the
past within us. We have memories,
dreams--we hear the old carillons;
enter the old museums and churches; we
see old buildings everywhere.. .Modern
life and art are annihilating the
oppression of the past. Progress in
communication, production, concurrence
in trade, the struggle for livelihood
have created a lighter environment,
even when inevitable remains of the
past dominate.
- PIET MONDRIAN
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Gradually I became aware that Cubism
did not accept the logical consequences
of its own discoveries, it was not
developing abstraction towards its
ultimate goal, the expression of pure
reality. I felt that this reality can
only be established through pure plas-
tics. In its essential expression,
pure plastic is unconditioned by
subjective feeling and conception. It
took me a long time to discover that
particularities of form and natural
color evoke subjective states of feel-
ing, which obscure pure reality The
appearance of natural forms changes,
but reality remains constant. To create
pure reality plastically it is necessary
to reduce natural forms to the constant
elements of form, and natural color to
primary color. The aim is not to create
other particular forms and colors with
all their limitations, but to work
towards abolishing them in the interests
of a larger unity.
- PIET MONDRIAN
accompanying quotations, Mondrian speaks rabidly about all
of those human qualities and experiences which obscure "pure
reality." He speaks disparagingly about the unreality of
of memories, dreams, and feelings: all those phenomena
which are essential to man's engagement with his environ-
ment.
Waddington, in his book Behind Appearance, is much
more sedate than I could ever be in pointing out the limits
of this kind of orientation:
...there is a type of artistic temperam nt--
Archimedian man--for whom geometrical carity
has a profound appeal. The style will probab-
ly always remain one of the manners in which
artistic creation will continue. To most peo-
ple, however, the latter day works of this kind
have a rather limited appeal.... But although
deep, and for that reason rewarding, it can
scarcely be denied that it is very narrow in the
range of human attributes to which it appeals.
We have lost all sense of man as an animal,
muscular, sexual, and demanding food and drink;
or man as a personality and a social being; or
as an inhabitiant of a world of nature filled
with a burgeoning plant and animal life, or
surrounded by architecture fashioned by human
hands; standing on soil, rock, or tarmac and
roofed over by the sky. He is reduced to a
incorporeal intelligence imbued with an emotion-
al reaction to the products of his own concep-
tualizing thought.11
-4
HiJ
LP
F - I
Lvi i 5:7 r
I IN MAN'S IMAGE
Rationalism is a tenacious belief, and it has ruled the main-
streams of modern architecture for a l.ong time. Purity,
essence, and elegance still have a magnetic attraction. And
perhaps rightly so, for they appeal to a certain part of
every man's nature. Yet, when they become so powerful, or so
singular as to reduce man to an "incorporeal intelligence,
appealing only to the Cartesian while ignoring the Darwinian,
appealing to Ariel while ignoring Cal iban1,2 there is created
a schism in human experience that is by definition disassoc-
iative.
During the last century, the scientific "truths" which
served as role models in the search for universal order in
man and nature, have undergone upheaval. There are three
discoveries which seem to have particular importance in de-
fining the relationship between man and his environment, and
illustrate the importance of the ways in which that environ-
ment is perceived. These concepts have been filtering down
into a more general cultural awareness for many years now,
and their implications make it difficult to maintain a firm
grip on the architectural beliefs that were discussed earli-
er in this chapter.
The first, of course, is Einstein's theory of Relativity.
Some forms of the irrational can be
traced to over-intellectualizing at the
expense of the nonverbal. We see this
in the seventeenth century thinking of
Descartes, who enshrined logic and., by
so doing, achieved a dominant place in
Western thought. Even on the strictly
personal level, all of us have had
experiences in which something made
sense to one part of our personality
and complete nonsense to the other.
The irrational constitutes a signifi-
cant portion of normal behavior.
- EDWARD HALL
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[Einstein] had a genius for finding
philosophical ideas that gave a new view
of practical experience. He did not look
at nature like a God but like a pathfinder,
that is, a man inside the chaos of her
phenomena who believed that there is a
common pattern in them all if we look
with fresh eyes.
- JACOBBRONOWSKI
One of the functions of culture is to
provide a highly selective screen be-
tween man and the outside world. In
its many forms, culture therefore
designates what we pay attention to and
what we ignore. This screening func-
tion provides structure for the world
and protects the nervous system from
'information overload'.
- EDWARD HALL
While most of the physical relationships that can be found
in the world seem to be accounted for by Newtonian mechanics,
Einstein was not willing to accept certain discrepancies he
perceived in the apparent order of things. Whereas the scien-
tific community, and the culture as a whole, was convinced
by the beauty and simplicity of Newton's laws, Einstein was
captivated by these discrepancies. As Hall points out in
the accompanying quotation, there was a general will to be-
lieve, and the charm of its apparent order dictated that
the disparities should be overlooked.
Einstein ultimately constructed a model that not only
took more accurate account of relationships-, but greatly re-
duced the margin of error that had been overlooked by the
Newtonian model, which attributed them to the inaccuracy of
the measuring devices. Suddenly the great arbiter, Science,
gave us "proof" that the world was not as much in order as
it appeared to be. Suddenly it made a great deal of differ-
ence to the way the world was ordered whether we were "here,"
or "there;" whether we looked at it straight ahead or side-
ways. Suddenly the world was not in immutable order, but
would in fact be seen differently by two men, measuring the
same things with the same equipment, if they were measur-
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ing from different places of relative motion. Time and mo-
tion no longer appeared to be the constants Newton's mechan-
ics declared them to be; suddenly they could only be defined
relative to one another. -A dependancy was established that
simply left one devoid of meaning without the other.
The second of these discoveries is what Niels Bohr
termed the "Laws of Complimentarity." In the process of de-
veloping more precise instuments to observe and record the
ways in which matter seems to behave, it became possible to
explore further and further into the world of nuclear phys-
ics. The accompanying quotation from Jacob Bronowski defines
in general terms the relationship between these tools of
observation and the remarkable revelations they permitted.
It was in this world that Bohr discovered that, by looking
at electron particles in one way, they responded to the laws
governing wave mechanics. If looked at another way, they
seemed to behave as particles. Suddenly one guess as to
what they were was as good as another; the best guess seem-
ed to be both.
Once again, what one saw seemed dependent on the observ-
er, or the mode of observation. In this world of the atom,
once considered to be the irreducible essence of matter,
If our eyes were able to see into the
ultra-violet, they would see a ghostley
landscape of flourescence. The ultra-
violet microscope looks through the
shimmer into the cell, enlarged three
thousandflve hundred times, to the level
of the single chromosomes. But that is
the limit: no light will see the human
genes within a chromosome. Once
again, to go deeper, we must shorten the
wavelength: next, to the x-rays. How-
ever they are so penetrating that they
cannot be focused on any material; we
cannot build an x-ray microscope. So we
must be contet to fire them at the face
and get a sort of shadow....
... We have one step more left to take, to
the electron microscope, where the rays
are so concentrated that we no longer
know whether to call them waves or
particles.. . .
... We are here face to face with the
crucial paradox of knowledge. Year by
year we devise more precise instruments
with which to observe nature with more
fineness. And when we look at the
observations, we are discomfited to see
that they are stillfuzzy, and we feel that
they are as uncertain as ever. We seem
to be running after a goal which lurches
away from us to infinity everytime we
come within sight of it.
- JACOB BRONO WSKI
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... when it
comes to atoms, language is not
describing facts but creating images.
What lies below the visible
world is always imaginary, in the literal
sense: aplay ofimages. There is no other
way to talk about the invisible, in nature,
in art, or in science.
When we step through the gateway of
the atom, we are in a world our senses
cannot experience. There is a new
architecture there, a way that things are
put together which we cannot know: we
only try to picture it through analogy, a
new act of imagination. The architec-
tural images come from the concrete
world of our senses, because that is the
only world that words describe. But all
our ways of picturing the invisible are
metaphors, likenesses we snatch from
the larger world of eye and ear and
touch.
- JACOB BRONOWSKI
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not only had it been divided, with Nagasaki living proof of
that fact, but as we got even closer to the "essence," it
appeared completely ambiguous.
The third discovery which seems to have the same kind of
ramifications is Heisenberg's "Principle of Uncertainty."
In nuclear physics, when one attempts to measure an electron
particle, which one cannot actually see as Bronowski describes
above, one must fire other particles into its field and re-
cord the scatter. However, the particles one fires affect
the recording of the particles one hopes to measure. It is
impossible to observe and record the activity of electron
particles without the very act of observing and recording
them also influencing the results.
Bronowski points out the wide ranging influence of this
discovery:
Heisenberg called this the Principle of Uncertainty.
In one sense, it is a robust principle of the
everyday. We know that we cannot ask the world
to be exact. If an object (a familiar face, for
example) had to be exactly the same before we re-
cognised it, we would never recognise the object
to be the some because because it is much the same;
it is never exactly like it was, it is tolerably
alike. In the act of recognition, a judgement is
built in--an area of tolerance or uncertainty. So
Heisenberg's principle says that no events, not even
I --
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atomic events, can be described by certainty,
that is, with zero tolerance.13
Not only is what we perceive in some way affected
by our being there to perceive it, but each time we see
something, it is never exactly the same. Our knowledge
of the world is based on similarities, aid it is through
those very similarities that we begin to associate one
thing with another.
The search for the "essence" of some object, some
situation, is an illusory one. The act of perception
is a process by which one embraces, in the same way that
Topol ski (fig. 1 ), Giacomett i (f ig. 2 ), or Rembrandt
(fig. 3 ) suggest the process of exploring and embracing
an image. One begins to understand something by continually
associating it with a wide range of experiences, feelings,
bits of knowledge, that make it possible to make connections
with the new thing.
What science has discovered, as it has been able to
search more and more deeply for the way things are are
finding out that things are more and more what they seem
to be. The quotation by James Keys at the beginning of
E1J
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We are aware that these pictures do
not so much fix the face as explore it;
that the artist is tracing the detail
almost as if by touch; and that each
line that is added strengthens the
picture but never makes it final. We
accept this as the method of the artist.
But what physics has now done is to
show that this is the only method of
knowledge. There is no absolute know-
ledge. And those who claim it, wheth-
er they are scientists or dogmatists.
open the door to tragedy. All informa-
tion is imperfect. We have to treat it
with humility. That is the human
condition; and that is what quantum
physics says. I mean that literally.
- JACOB BRONOWSKI
............
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[Giacometti's] sculptured figures, for
instance, always look as though they
were far away, across the other side of
some large open space.-
It is as if reality is continually behind
curtains which one tears away - and
then there is another - always anoth-
er.. . . And so one goes on, knowing that
the nearer one comes to the "thing" the
more it recedes. The distance between
me and the model tends to always
increase... it is a quest without end.
Giacometti is certainly one of those who
has presented us with a new paradigm in
which to see the world. It has, I think,
two main characteristics; an insistence
on the otherness of things, and the
suggestion that what we know about
them is not their own private essence -
the Ding an Sich - but the influence
they radiate on their surroundings. Both
are essentially sympathetic to the
modern scientific philosophy.. .. [He]
sees the world as consisting of entities
which are unkowable in their totality, but
which we can be aware of as centers of
active energy that stretch out to affect
other things, including ourselves. This is
a view veryfar removed from the old idea
of the world as being solid, inert matter,
but is coming very close to the
world-picture of modem physics, and
indeed for modem science as a whole.
- C. H. WADDINGTON
3
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this chapter (p.153) are the words of a scientist and
philosopher reflecting on his expe.riences in those two
fields. Its conundrum-like qualities, although annoyingly
dense and complex, I believe accurately describes the word
"truth" in the world of science, always believed to be
a bastion of the most objective kinds of truth. Max Born,
a scientist at the cutting edge of nuclear physics in this
lu D IN MAN'S IMAGE
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century has said, "I am now convinced that theoretical
physics is actual philosophy."14 It is the philosophy of
the real world; the place where the world or our experience
comes together with our perception of it; not in terms
of "truth" which is independent of our influence, but in
terms of hypotheses,. which are totally dependent on
the limits of our perception.
Finally, all of this is not to suggest that there is
nothing we can know; or that there is nothing we can believe.
It simply hopes to indicate that we make the decisions,
we make the rules. Our world is impossible to perceive
without understanding the interrelationships between it and
us. It demands tolerance and equanimity. It demands an
acceptance of the irrational as it stri ves for the rational.
To return to the words of one of the scientists who was
responsible for one of the profound discoveries I have
mentioned, I will allow Werner Heisenberg to sum up the
"fallacy of truth":
But remembering our experience in modern
physics it is easy too see that there must
always be a fundamental complementarity
between deliberation and decision, and one will
therefore always have to act on insufficient
evidence. The decision finally takes place by
cutting off all further pondering. The decision
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may be the result of deliberation, but it is
at the same time complementary to deliberation;
it excludes deliberation. Even the most
important decisions in life must always contain
this inevitable element of irrationality. The
decision itself is necessary,, since there must
something to rely upon, some principle to guide
our actions. Without such a firm stand our own
actions would lose all force. Therefore, it
cannot be avoided that some real or apparent
truth form the basis of life; and this fact should
be acknowledged with regard to those groups of
people whose basis is different from our own. 15
-A
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ll- Chapter 2: Order and Chaos
Oh! Blessed rage for order, pale Ramon,
The maker's rage to order words
of the sea,
Words of the fragrant portals,
dimly-starred,
And of ourselves and of our origins,
In ghostlier demarcations,
keener sounds.
- WALLACE STEVENS
It had the power to drive me out of my
conception of existence, out of that
shelter each of us makes for himself to
creep under in moments of danger, as a
tortoise withdraws within its shell. For a
moment I had a view of a world that
seemed to wear a vast and dismal aspect
ofdisorder, while, in truth, thanks to our
unwearied efforts, it is as sunny an
arrangement of small conveniences as
the mind of man can conceive. But still
- it was only a moment: I went back into
my shell directly. One must - don't
you know? though I seem to have lost all
my words in the chaos of dark thoughts I
had contemplated for a second or two
beyond the pale. These came back, too,
very soon, for words also belong to the
sheltering conception of light and order
which is our refuge.
-- - MARLOW
LP [in JOSEPH CONRAD'S LORD JIM
L _
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EZhe previous chapter attempted to organize a collage of
thoughts and feelings about "truth" and its relationship to
man's perception and his environment. This chapter explores
man's relationship to ordering his world, and his response to
the aspects of his world he cannot order. We have all shared
moments similar to the one felt by Joseph Conrad's "Marlow"
(p.167). Moments that are as profound as they are fearful;
as real in emotional terms as they are illusory in objec-
tive terms. The fact that we can share them is evidence that
there is something fundamentally human about them.
In thinking about the "small conveniences" which are our
"refuge" - the order we impose on our culture as a whole
and our individual lives in particular- there is always the
constant stimulation of disorder. The state of one's home
after a large and raucous party can be a chaotic sight. It
can generate depressing thoughts of the future, and having
to laboriously clean up; it can also generate the joyous
memory of the event that occurred the night before - of
friends laughing and talking; sharing their enthusiams;
participating in lively communion.
112
At the same time that order can be orienting and
calming, as for Marlow, it can be oppressive and limiting.
At the same time that disorder can be disorienting and
frightening, it can be stimulating and joyous.
In the accompanying quotations, both diCarlo and
Einstein uphold the undeniably positive aspects of dis-
order with fervent devotion. When I see the repetitive,
boring order that so much contemporary architecture reveals,
I am even more compelled by the vigors of disorder. There
must be some way to establish an organization that retains
an order that can give people the comfort and security of
orientation, while allowing for the free expression of the
excitement and engagement of the "disorder" of participation.
In the same way that science is one of the most
rigorous ways man has to order what he perceives, it is an
activity taken on by him for greater understanding. Like-
wise, in man's daily life the order he gives it comes from
him. Some parts of it may be imposed, but the more in
control he is over the ways in which it is ordered, the
more comfortable he can be with it. In architecture, too,
this seems a desirable objective. If the elements are there,
to be shaped and used in ways man can dictate, the more
91
The most beautiful thing we can
experience is the mysterious. It is the
source of all true art and science. He to
whom the emotion is a stranger, who can
no longer wonder and stand rapt in awe,
is as good as dead: his eyes are
closed.... To know that what is
impenetrable to us really exists, mani-
festing itself as the highest wisdom and
the most radiant beauty which our dull
facilities can comprehend only in the
most primitive forms - this knowledge,
this feeling, is the center of true
religiousness. In this sense, and this
sense only, I belong to the ranks of the
devoutly relisious men.
- ALBERTEINSTEIN
LP
... the more energetic a physical
system is, the more information its
description requires. Which to me
means that its level of entropy is very
high, and, in turn, that its state of
disorder is very intense. Perhaps Vit-
ruvius too when visiting a city was soon
bored by admiring the great "Avenues
of Order" and turned into the "Side-
streets of disorder" - alive with
activities, where organizational systems
intertwine and forms proliferate. The
truth is that "Order" corresponds to the
frustrating boredom of imposition, while
"Disorder" corresponds to the exciting
fantasy of participation.
-GIANCARLO DI CARLO
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closely in harmony with his environment man can become.
Morse Peckham, in his book Man's Rage for Chaos, devotes
some three hundred pages to the issue of order and disorder
in man's perceptual field. He argues clearly and con-
vincingly that the will to order is man's basic need, and
defines the process of perception:
Order...is not something that is immanent in a
perceptual field; it is something contributed by
the. perceiver. It is fully oriented perception,
a condition in which disparities are ignored, in
which one has the conviction that ones predictions
will be confirmed. Such a conviction is indepen-
dent of the situation; it is a non-situational,
or primary attribute of perception.16
He also believes that there is a basic need for man to
challenge this ordering process; to sensitize himself
to the compelling attraction of those things which he may
not understand. He believes this need is biological; that
it is inherent to the species. And the way man has accom-
modated this need in his culture is through art:
Art is not reality, it is not truth, it is not
value. It is nothing but a construct, because
it is nothing but signs and signs can only be
constructs.... It is biological adaptation which
serves to keep man alive, aware, capable of per-
ceiving that he is neither adequate or inadequate
EjJP _ ___ ___
but a perilous mixture of the two, capable
of innovation.1 7
Everyday man must find some way to order his percep-
tions, simply to survive. Each signal he receives must be
interpreted in some way so that he can adjust his actions
to accommodate it. If he sees a man lurking in the shadows
of a building he approaches, he cycles through a series
of possibilities, attempting to give meaning to what he
has perceived: Is it a mugger? Is it merely a wino?
Is he looking at me? Are there other people around? Each
one of these searches will begin to combine with the others
in various ways until enough of the perceptual clues combine
to give the situation an understandable order. It is difficult
to merely "experience" this sinister figure. It may signal
a direct threat, from which you need some protection.
Peckham argues that in order to merely "experience"
a perceptual phenomenon rather than be driven by the will
to order it, man must be provided with some amount of
psychic insulation (see accompanying quotation). There-
fore, our culture has provided us with such insulation
in terms of its specific arenas of artistic display:
museums, concert halls, theatres, etc. These are places
where we relax with the expectation that we do not have
El-
-P
IN MAN'S IMAGE
Man desires above all a predictable and
ordered world, a world to which he is
oriented, and this is the motivation
behind the role of the scientist. But
because man desires such a world so
passionately, he is very much inclined
to ignore anything that intimates that
he does not have it. And to anything
that disorients him, anything that re-
quires him to experience cognitive
tension he ascribes a negative value.
Only in protected situations character-
ized by high walls of psychic insula-
tion, can he afford to let himself be
aware of the disparity between his
interests, that is, his expectancy or
set or orientation, and the data his
interaction with his environment
actually produces.
- MORSE PECKHAM
FU I
Normally, of course, disparities are
ignored; if the individual feels a
disorientation he gets rid of it by
suppressing his awareness of the dis-
parity. In art, disparity awareness is
not suppressed: neither does it result
in the perception of a problem, it is
merely experienced.
- MORSE PECKHAM
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to search for meanings that will influence our subse-
quent decisions.
Peckham' s accompanying quotation on "disparities"
is reminiscent of Hall's comments (footnote 5,pp.231/2),
or Heisenberg's comments (p.143). When man needs to
order, his will to order forces him to ignore the par-
ticular, the disparate, in obeisance to the overall
pattern, to the inherent logic of the largest number of
variables. When one feels protected enough to allow his
artistic perception to control, what Peckham would call
a situational attribute of perception, he can merely
"experience" his perceptual field.
This seems to conform to the distinction I pointed
out in Part I of this section between the perceptual pro-
cesses of generalization and particularization, which I
shall discuss further in Part 1I1. Man's need to orient
himself in any environmental context demands the potential
to generalize: to reduce the environment to few enough
elements that he can find his way. At the same time, he
needs to have the potential to particularize: to personally
associate with any part of the whole in peculiar and in-
timate ways. In other words, a desirable environment is
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one that allows a kind of ordering to take place -
to permit man to feel comfortable knowing where he
is - while at the same time allowing him to relax his
defenses so that he can merely experience any part of the
environment - to associate himself directly with any
element of the whole.
An environment that responds to this parallel or-
ganization allows for the full range of human needs and
experiences. It allows for inconsistencies, juxtapo-
sitions, contradictions, irrationalities, which can be
experienced and appreciated for their own sake, while
not infringing or disrupting the orientative organization
of the whole.
Peckham continues to develop his argument, after
establishing his position that perceptual fields do not
change, but that the mode of perceiving does. The signals
which determine how one is expected to perceive a
given field are largely culturally conditioned, where-
as non-situational attributes of perception are conjunctive;
that is, they seek and demand some order:
"f... art is a disjunctive category, established
by convention... art is not a category of per-
ceptual fields, but of role playing. "18
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With the proper psychic insulation, which derives from
an assurance of a certain order-whether physical, cul-
tural, or social-man can change his perceptual role
to experiencing the potential discontinuities generated
by art.
Peckham also makes the distinction between role
playing and game playing to account for the dynamic
tension in perceptual situations, which are not simply
a process of switching from one role to another:
The role of a game player is to present his
opponent... with an unpredicted situation which
will force him to behave in a certain way;
while the player faced with such a situation
has as his role the task of rearranging the
situation so that the tables are turned... The
rules place limits on what may be done, but
more importantly, they provide guides to improv-
isation and innovation...The essence of a game,
then, lies in the reinforcement of the ability
to face risks, to behave according to rules in
unpredicted but familiar situations and to
handle unpredicted, unfamiliar, and novel situa-
tions by deducing new rules from existing rules.
Role playing takes care of most of our behavior.
Game playing fills the gap. The gap between the
role and actual situations accounts for the dy-
namic character of human behavior; rule deduction
accounts for the fact that the gap is neither
76D IN MAN'S IMAGE
filled with random action nor is a mere empty 112
area of inaction.19
This is a gross oversimplification of Peckham's argument,
and I would encourage anyone who is interested to go to
the source itself. This brief outline merely begins to
address the issues of perception relative to the issues
of understanding and experience which Peckham develops. He
coherently discusses man's will to order; as well as the
potential for tyranny inherent in that order. He begins to
suggest an interface between man's rational behavior and
his more spontaneous emotional behavior, which can be
freely associative, irrational, or purely experiential.
Order and chaos are both part of our experience;
they are both part of our behavior. Architecture must
respond to the potential for both before it can embrace
and accommodate man in his complex pecularity.
----------------
Ezz9zzz
IN MAN'S IMAGE D
I H_; Chapter 3: The Process of Growth
The final shape of any one particular
oak tree is unpredictable. When the
oak tree grows, there is no blueprint,
no master plan, which tells the twigs
and branches where to go. We know
in general that it will have the
overall form of an oak, because its
growth is guided by the pattern lan-
guage of the oak tree (its genetic
code). But it is unpredictable, in
detail, because each small step is
shaped by the interaction of this
language, with external forces and
conditions--rain, wind, sunlight,
the composition of the earth, posi-
tion of other trees and bushes, the
thickness of the leaves on its own
branches.
-C. ALEXANDER
1
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f all the associations that are a part of man's
experience, growth is one of the most continuous and
most powerful. Everyone is aware of his own physical
growth and development each day of his life. Whether
it is the repetitious act of shaving each morning, or
clipping one's nails; whether it is the fond memories of
once being small enough to crawl under a special chair,
or the satisfaction of finally being tall enough to,
reach a high shelf.
One's life, recapitulated by one's children, moves
from the cradle, to the floor, to the momentous occa-
sion of the first step. From elementary school, to
high school graduation, perhaps to college, a job,
a career; life is in ceaseless transformation. Yet,
so much architecture is designed to perfection: each
element is laboriously planned to be one certain way.
Once built, incredible sums of money are spent main-
taining the brilliant sheen of eternal newness. It is
an icon to the eternal; aloof; disassociated from the
complex transformation and change that marks our daily
D IN MAN'S IMAGE
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life, and that of our environment. And yet we expect
to be embraced and accommodated by our environment.
In this discussion of man's relationship to his
environment, we have taken a brief journey past the
landscape of truth and order in an attempt to establish
a perspective on the forces at work. In this chapter
I would like to take a brief glance at the process of
growth, in an exploration of the ways in which man's life
experience and his relationship to his environment can
work in closer harmony.
At the beginning of the last <chapter, Giancarlo di
Carlo talked of the "Avenues of Order", versus "The Side
Strees of Disorder" (p.170). The former recalls
Housemann's plan for Paris; Mussolini's Fascist swathing
of Rome; the American expanionist grid, which can be
found in the majority of cities, towns, and hamlets
across the country: It speaks of an imposed order; of
man's conquering of the land. The latter is part of the
world of experience,of activities. It is charged with
human associations; in short, with continual, overlapping
ambiguous processes.
In the accompanying quotation, Halprin talks about
ll1-3
On a small scale the Arab village, the
medieval town, the Italian hill town are
as beautiful to be in and generate much
the same quality of visual experience as
a walk through a deep forest. The pro-
cesses which generated the two are
similar, and so the qualities of visual
experience which they give remain simi-
lar. Both forms evolved from similar
processes and the responses of partici-
pation are related.
L. HALPRIN
V
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the associations of experience which are deeply imbued
with processes. Patterns of growth can be traced, as
can patterns of use; the forces at work are complex,
but they are direct, and one can trace their development.
The order of such an environment is not based on the
simple imposition of a geometric construct; it is
complex and intertwined and interdependent. But it
is still an order; it can readily be perceived as such,
and can orient one not only in space and time, but
orient one to the rich and complex world of the inter-
active forces as well.
I remember when I was a child, first hearing about
Greenwich Village. I had visions of tree-lined streets,
a village square, a self-sufficient community, a happy
and contented subculture in the middle of the huge im-
personal city. When I was first taken there, I was
shocked. Before I could ask when we were going to get
there, I was told we were in the very heart of it. No
tree-lined streets, no gate to mark the entrance to this
remarkable place. It seemed just like the rest of New
York. The same streets, the same buildings.
Everything I had imagined was in fact there. But
the tyrannous grid hid it very well. Its physical form
belied its true character. The village square was there
in Washington Park, the gate was there too. In a very
short time the forces which defined its character emerged;
the people, the activities, the events all added up to
the place I had imagined. Yet it happened in spite
of its physical form. It took little time before one
became oriented to the places and the events of the
Village, and soon it was ordered by them as well. It
is only to the outsider that the grid provides any useful
organization. Once the place was known in all of its
marvelous pecularity, it became reorganized according to an
assemblage of the particular. It came. to be what my
original image of the place was.
Through familiarityan awareness of place grew
and blossomed in my mind. Just like Alexander's flower
in the accompanying quotation, familiarity with the human
processes which are at work in a place like Greenwich
Village allows it to grow to fruition in all of its
complexity, its contraditions, its pecularities. In
this case, these forces overcame the physical form in
order to create a sense of place. It seems that, if given
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If you want to make a living flower,
there is only one way to do it--you will
have to build a seed for the flower and
then let it, the seed, generate the
flower. This hinges on a rather simple
scientific proposition: the great com-
plexity of an organic system, which is
essential to its life, cannot be created
from above directly, it can only be
generated indirectly. The sheer amount
of differentiation makes this certain...
Only the indirect growth processes, in
which order multiplies itself, these
kinds of processes can generate this
biological complexity. This cannot
hpen unless each part is at best
partly autonomous, so that it can adapt
to the local conditions in the whole.
- C. ALEXANDER
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the choice, a form which would allow for the natural
expression of such forces could have spared an innocent
child from the perplexing discontinuities that were
experienced.
The tree at the beginning of this chapter (p.177)
exists in its marvelously particularity because there
was no blueprint, or master plan. It shares all of the
genetic similarities to "tree", and is easily defined
as such - these are the generalities which orient us.
Yet, in a chance occurrence during its growth, it
interacted with its environment to produce a unique
tree - a landmark - a special place among the pattern of
trees which can be found in its environment.
Lawrence Halprin, who did the drawings and designed
the fountains on pages 30-32, has spent much time and
energy exploring design methods which respond to the
issue of participation and growth. In his book
RSVP Cycles, he discusses the notion of "scoring", as a
metaphor for a design process as musical notation, which
is subsequently "performed". In his Notebooks 1959-1971,
he makes a crucial distinction relative to this methodology
which mediates issues of generalization and particularization
E~LJP
which I suggest are an essential combination:
... it is a way of making things visible and
of describing and working with processes
towards objectives rather than toward pre-
determined goals.20
If the objectives are clear, and the organization which
can accommodate those objectives is established, the
process of reaching them can be filled with particular
events; or to extend the musical metaphor, "improvisations,"
without deviating from the objectives. In the accompanying
quotation, Moshe Safdie describes the evolution of
Habitat (photo on p.19). It too responds to the process
of assemblage, which is crucial in defining its ultimate form.
I began this chapter by speaking of some of the ways
in which man's daily life is filled with personal awareness
of and continual associations with the processes of
growth. The very act of perception depends on this
awareness of growth, development, evolution. As Bronowski
describes on p.161, we are always aware of a familiar face
from one day to the next, each change is adjusted to, and
the generalities still orient you. Even if an old friend
grows a beard, it is possible to recognize him. Perhaps not
at once, or across a room; but upon inspection, the
-P
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I could have never designed the spacial
sequences of Habitat; no one could have.
I designed the basic system of modules,
houses, and clusters, and the system in
which they could be combined. These
elements composed their own spacial se-
quences. This fundamental difference
between composed and self-composing
separates Habitat from the Western tra-
dition of Renaissance Architecture. As
a self-generating system, it is akin to
the vernacular villages of Greece, Italy,
or the Indian pueblos. These too, are
building systems, environmental fugues,
generating their own environment accord-
ing to the laws evolved by men over a
great period of time.
- MOSHE SAFDIE
L. L -I
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There is no particular system I follow
when I begin a painting. Each painting
has its own way of evolving. One may
start with afew color areas of the canvas;
another with a myriad of lines: and
perhaps another with a profusion of
colors. Each beginning suggests some-
thing. Once I sense the suggestion, I
begin to paint intuitively. A suggestion
then becomes a phantom that must be
caught and made real. As I work, or
when the painting is finished, the
subject reveals itself As for the subject
matter in my painting, when I am
observing something that may be the
theme for a painting, it is very often an
incidental thing in the background,
elusive and unclear, that really stirred
me, rather than the thing before me.
- WILLIAMBAZIOTES
ljji niE 71
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assemblage of familiar features orient you, while at
the same time as the particular change elicits comment.
The accompanying quotation by the painter Baziotes
can serve well as a metaphor for perception. What it is
that stimulates one's attention can be large or small;
central to the situation at hand,or quite far out on the
periphery; from the thing before one to a fleeting image
in one's mind. There can be a plethora of associations
which come at once, or quite independently. The will to
order one's experience, as was discussed in the previous
chapter, begins a process by which some of the associations
fall into place3 others are discarded or ignored. An
understanding begins to emerge - sometimes immediately, at
other times slowly.
Perception is constantly adjusting itself to the changes
in the perceptual field, and the general and the particular
act as counterpoint, both to give meaning to and to estab-
lish our relationship with the activities, events--any
phenomenon which forms part of our perceptual field.
** *** **
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Il- Chapter 4: Man and His Environment
Man in the world is like a caterpillar
weaving its cocoon. The cocoon is made
of threads extruded by the caterpillar
itself and is woven into a shape in which
the caterpillar fits comfortably. But it
also has to befitted to the thorny twigs -
the external world - which supports it.
A puppy going to sleep on a stony beach
- a "joggle-fit" the puppy wiggles
some stones out of the way, and curves
himself in between those too heavy to
shift.
- C. H. WADDINGTON
I am making a basic separation between
architecture as moulding and architec-
ture as the assembly of parts. That
seems a very simple distinction: the mud
house, the stone masonry. But in fact it
represents a fundamental intellectual
difference, not just a technical one. And I
believe it to be one of the most important
steps that man has taken, wherever and
whenever he did so: the distinction
betweeen the moulding action of the
hand, and splitting or analytic action of
the hand.
- JACOB BRONOWSKI
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n this chapter, I would like to briefly summarize the
significance of some of the issues that have been discussed
in this part of the thesis. I have tried to concentrate
on the ways in which man's perception of his world de-
fines how that world is perceived, and ordered. What
the world is to any individual is defined by how he per-
ceives it. How he responds to his environment, and is
able to become engaged with it, or not engaged, is totally
dependent on how he thinks and feels about it!
For architecture to succeed in creating enabling
environments - environments which suggest and welcome
engagement, inspire positive associations, "assist man's
homecoming" 2 1 - it must respond to the volatile mixture
of aspects which make up man.
In order not to be disassociative, both the part of
manes environment that he creates,and the parts that he
does not, must interact in some harmony. Rather than always
needing to assert his dominance over it, pushing it away,
as the rational drive to perfect truth and order want to
dictate, he is much better off working with itas Waddington
1901 D IN MAN'S IMAGED 1-
suggests so beautifully (p.187).
The photograph on the same page reveals a profound
senstivity to just this issue. In the challenging and
spartan terrain of the Andes Mountains of South America,
the Incas took on the challenge of carving out habitation.
To impose a logical geometric order would have been
an even more prohibitive task. But, by working with the
severe landscape, they could add their definition to it,
and create a habitable environment which still transcends
belief.
Working with the suggestions of the landscape, they
embraced a place where there was a rift in the rock
leading to an underground cavern. They used these features
to establish the location for their Royal Tombs, and began
working with it to allow a form to emerge which was suitable
to their intentions. By carving into the existing rock,
they began to shape it to allow places which could embrace
many uses. What may have been an altar, a place to wor-
ship, honor, and/or commune with the dead, now forms a
perfect seat. At the same time, they laboriously cut stone
blocks to be used as unit masonry interlocking with the
existing forms, giving the environment the overall form and
We have emerged from nature and we
are her children.. .thus we maintain a
kindoftypicalLOVE-HATE relationship
with her - like a teenage child we need
the security of her warmth, the stability
of her as a source and at another
moment we want to be free and on our
own and left loose of her disciplines. At
times we have courted her and at times
defied her - mostly taken herfor granted
as the stable source which could forever
nurture us and keep us going.
- LAWRENCEHALPRIN
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qualities which were desired.
No image could more appropriately describe the
distinction Bronowski makes between the two fundamental
aspects of man (p.187). There is the sensual molding, or
carving activity, which speaks of engagement - the experi-
encing of what is physically there. And there is the
rational, the analytic action of creating and assembling
bit by bit, stone by stone,the materials at hand, each in
their proper place.
Man's intercourse with nature has always been a complex
and contradictory one. Lawrence Halprin uses the parent/child
metaphor to expand upon this curious relationship in the
accompanying quotation. Our ego will never allow us to
be totally submissive to the will of nature; nor will our
need for her protection and comfort allow us to reject
her entirely. It is a strange and complex relationship,
but it is one that leaves us disassociated and incomplete
when only one aspect is present. Whereas "Marlow" (p.167)
can be comforted by the "small conveniences" with which
man builds himself a refuge of apparent order and serenity,
so can Peckham (pp.145/6) sense the potential for oppression
in order, and suggest the contrasting need for a communion
S W
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with chaos to keep us alive.
No contrast can be so clearly drawn in twentieth
century architecture than that between the attitudes
of Le Corbusier on one hand, and Frank Lloyd Wright on
the other. Bruno Zevi, in the accompanying quotation,
reveals this contrast. Yet what singles them out as
icons in the history of architecture is that when we look
at their work closely, each of them embraced both aspects
of man in their oeuvres. One can hardly call Wright's
fascination with geometries anti-rational; nor could one
claim, after experiencing Ronchamps Cathedral, to have
been unaffected by an emotional wave of experience.
It is only by learning from nature, and learning
from man, that it becomes possible to understand the
intrinsic relationships between the two. But it is
important to remember that what we learn from nature is
generated by what WE perceive, and think, and feel, and
come to believe about it. And the same is true of the
study of man. In the accompanying quotation, di Carlo
expresses a belief, which I share, about- what this
relationship between man and his environment is all about.
The reticulate process by which we come to "know" the
Li
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Both [Frank Lloyd Wright and Le1 |41 Corbusier} are great artists, but Wright
seems to have much the greater range
and richness of thought. Everything he
builds comesfrom an effort to grasp and
to express life, whereas buildings by the
European masters often have the air of
ready-made solutions and seem to
express only the ideals of their authors.
How many of the modern buildings in
Europe are cold and impersonal!
Wright's buildings may have all sorts of
defects of taste, but they are real and
intensely personal: they are inseperable
from the life which goes on within them
and the l'fe of nature which goes on
outside them.
- BRUNOZEVI
... I believe that forms can modify
human behavior. Moreover, I believe
that there are particular circumstances
in which forms have the potential to
shape images which can contribute to
social change. But I believe that this
process is reticulate, not linear; that
forms react on human behavior only
throughfeedbacks; that thesefeedbacks
happen and have positive influence only
when forms maintain a continuous
coherence with the context which
generates them; that the context is the
whole pattern of the socialforces, which
all its conflicts and contradictions, and
not simply the pattern of institutional
forces; that today, the main threads of
the context are the great majorities
which are excluded from control of
institutions.
-GIANCARLO DI CARLO
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Like all big cities, it consisted of
irregularity, change, slidingforward, not
keeping in step, collisions of things and
affairs, and fathomless points of silence
in between, of paved ways and wilder-
ness, ofone great rhythmic throb and the
perpetual discord and dislocation of all
opposing rhythms, and as a whole
resembled a seething, bubblingfluid in a
vessel consisting of the solid material of
buildings, laws, regulations and histori-
cal traditons.
- ROBERTMUSIL
world - to define for ourselves how we see it - is con-
stantly at work. If a significant part of this
perceptual process is associative, as I will suggest in
the last part of this thesis, to make those associations
positive; supportive; enabling human interaction- rather
than repellant; threatening; negatively associative-
is certainly a desirable goal for architecture.
It is from an attentive curiosity about what it is
the world reflects that has generated this entire dis-
cussion on truth; order; and the processes of growth
and development. Robert Musil was mightily impressed by
the rich assemblage of forces at work in the urban
environment even sixty years ago (see accompanying quotation).
So much so, and from a wide enough range of experience,
that he attributes this character to all urban environments.
An environment nearly all man-made, it reflects a complex
interaction of forces which is at once apparently random,
illogical, and unfathomable. Although it is assembled from
parts that are solid in mass and volume, the patterns and
relationships he perceives, the "seething, bubbling fluid,"
is reminiscent of Bronowski's image of the essence of matter
as observed in nuclear physics (see p.160).
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Even as Musil perceives the city, in all its
complex interaction, as a fluid of forces held together
by a formwork of matter, social order, and cultural
bonds, the philosopher Ludwig Wittgenstein uses a sim-
ilar urban analogy to describe language. His early
work was very much involved in erecting a vast
structure of such "straight regular streets and uniform
houses" to reduce language to its basic elements, defined by
a logical structure. Yet in the process of doing so, he nev-
er denied the existence of "the little streets and squares." 2 2
in his later work, culiminating in PhilosophicaZ
Investigations, he attempts to deal with the "bubbling
fluid" within language which enables the language to
be both rich and amgiguous, to be vitally alive. His
professionaI explorations of necessity focused on the
underlying order of f hings, in search of structure. Yet,
he was willing to acknowledge, and revel in the fact
that languageas the built environmentwas a never ending
process of growth, transformation, evolution. It was by
definition incomplete. And, although created by man, with
each addition or modification having its own rational
structure, the complexity of this tangle of processes
IN MAN'S IMAGE
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Do not be troubled by the fact that
languages... consist only of orders. If
you want to say that this shows them to
be incomplete, ask yourself whether our
language is complete... Our language can
be seen as an ancient city: a maze of
little streets and squares, of old and
new houses with additions from various
periods; and this surrounded by a multi-
tude of new bouroughs with straight
regular streets and uniform houses.
- LUDWIG WITTGENSTEIN
"Clearness," in itself is not a virtue
and, more than that, it has no power to
exorcise the inherent quality of what it
expresses. On the other hand "clear-
ness" is not only a legitimate but an
essential goal for language, which is a
system of signs to make communication
possible. But why should it be the goal of
an urban organization which is a highly
intricate and complex system of relation-
ships among individuals and among
social classes? Why should it be the goal
when the whole system of relationships
between man and his physical environ-
ment is marked by deep contradictions
and sharp conflicts? "Clearness" is not
inherent in the nature ofsuch a situation
and can only be secured by being
imposed. But to do this, one must
believe that contradictions and conflict
are pathalogical signs of displacement in
individuals and social classes who must
either be re-educated or compelled to
respect the institutions - wise, just and
healthy by definition.
- GIANCARLO DICARLO
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To realize thin towering imperative
vision I live davs ofanxiety, torture, and
delight alike, trembling all over with
emotion.... Upon the swarming dark-
ness of the night, I rung all the bells of
alarm with a blaze ofelectricity scattered
in lightnings down the oblique cables,
the dynamic pillars of my composition,
and to render more pungent the mystery
of my metallic apparition, through the
green and red glare of the signals I
excavated here and there as subter-
ranean passages to the eternal recesses.
- JOSEPHSTELLA
revealed itself as contradictory and often illogical.
On this basis. I would dispute di Carlo's claim (see
quotation on facing page), that clarity in language is
essential - in communication yes, but not, therefore, in
language - for language reflects its existence as man's
construct, and will inevitably reveal the inconsistencies
they both share. What di Carlo does point out, is that
these contradictions and confTicts- indisputably exist in
man, and need not be talked or legislated out of existence.
The issue of what is real and what is illusory about
man's perception is a compelling one. Physical ''facts''
can be perceived in many different ways, both in terms of
reason and in terms of experience. The painter Joseph
Stella painted a memorable image of the Brooklyn Bridge in
1922 (fig.2). It was placed in a tradition which owed
much to Cubism and Futurism; an emotive celebration of the
splendor of the new technology. Stella speaks of his
experience of this painting in the accompanying quotation.
His words express the emotional power he was trying to harness
and direct into his work. The dynamic expressionism of his
work gives form to those surging emotions. One might say
his painting is unreal; abstract; poetic in its expressive
communication; that it is a very personal vision given
a form. I can merely present a visual association to a
photograph of that same bridge (fig.3). An image that
is "real"; that is "true"; for the camera merely presents
what is before it.
Man's perception of his world takes on many forms.
Some of these perceptions can be generally agreed upon,
some are intensely personal. Yet their very existence.
has a reality that cannot easily be denied. In this
part of the thesis I have tried to explore the ways in
which the world is defined "In Man's Image". Recalling
the striking image that a ghetto youth could project
in a poem (p. 151), where he shares a view of the world
than once appeared to operate according to the immutable
laws of Newtonian mechanics and Euclidian geometries.
That world is now flawed. But rejoice, for that flaw is
us, and it reflects those qualities which are gloriously
human.
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The point is that knowledge in general
and science in particular does not consist
of abstract but of man-made ideas, all
the way from its beginnings to its
modern and idiosyncratic models.
Therefore the underlying concepts that
unlock nature must be shown to arise
early and in the simplest cultures of man
from his basic and specific faculties.
- JACOB BRONO WSKI
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PERCEPTION:. the Resonance of Association
- the identification of a FORM
anid a FEELING
Meaning what it seems to mean,
but feeling the way it does.
- KENNETHFEARING
Isn't it strange how this castle changes
as' soon as one imagines that Hamlet
lived here? As scientists we believe that
a castle consists only of stones, and
admire the way the architect put them
together. The stones, the green roof with
its patina, the wood carvings in the
church, constitute the whole castle.
None of this should be changed by the
fact that Hamlet lived here, and yet it is
changed completely. Suddenly the walls
and the ramparts speak a quite different
language. The courtyard becomes an
entire world, a dark corner reminds us of
the darkness of the human soul, we hear
Hamlet's "To be or not to be. " Yet all we
really know about Hamlet is that his
name appears in a thirteenth century
chronicle. No one can prove that he
really lived, let alone that he lived here.
But everyone knows the questions
Shakespeare had him ask, the human
depth he was made to reveal and so he,
too, had to be found a place on earth,
here in Kronenberg. And once we know
that, Kronberg becomes quite a differ-
ent castle'for us.
Ut 9- NIELS BOHRU
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lil- Chapter 1: Introduction
"If a young man is intellectually alive,"
Ulrich said to himself; probably still
thinking of his boyhood friend Walter,
"he is continually sending out ideas in
all directions. But only what produces
resonance in his environment will
radiate back to him and condense,
whereas all the other messages are
scattered in space and lost."
- ROBERTMUSIL
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In the preceding part of this thesis, I have explored a
few thoughts and feelings about the relationship between
man and his environment. That man associates with his
environment in terms of how he perceives that environment,
and that his perception of it is a complex mixture of
thoughts, feelings, beliefs, and experiences, seems self-
evident. How this mixture manifests itself, however, is
very difficult to understand. Observation tells us that it
can, at best,be described as a vast collage, assembled in
each case from a lifetime of experience, whether that life
extends to eighty years, or one.
It has been suggested that any knowledge of the world
is contributed, and put in some order, by man himself, in
search of meaning. This is contrary to the firmly held be-
lief that man merely struggles to reveal an order which
already exists; that by working tirelessly, he shall discover
the "truth" of things. This may be true, but that is a
matter of belief. What this belief suggests is that man is
LELI5Sr
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a spectator in a process he is not involved with and
over which he has no control. Architecture based on
this principlIe likewise disengages man from the course
of events; in fact, it insists that man cannot "become",
but merely "be".
Taking the other point of view, that man is actively
engaged in the- events which surround him, and that his
actions not only influence, but mold those events,
architecture has a responsibility to support and
embrace man in participating in it. A cold, static
architecture is not one that best enables man to carry
on in harmony with the processes of which he is a part.
Exploring the ways in which to better accommodate
man and his environment demands looking more deeply into
the way man perceives his environment. The statement by
Kenneth Fearing on page 197 suggests one of the greatest
conflicts that haunts man in trying to establish harmony
with his world. Things mean what they seem to mean,
but they always feel like they do. The former is con-
stantly putting rational demands on us, forcing us into
communion with "light and order which is our refuge."
The latter constantly reminds us of the power to "drive
__LP~~
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That power also allows one to imagine the most marvelous
things; it has the power to transform the assemblage of
stones that make up a castle into a stage, where -ne's
entire life can be played out in Shakesperian metaphors
(see quotation on p..197). One's perceptions can change
dramatically according to the things with which one happens
to associate.
This part of the thesis journeys into the world of
perception in the hope of unearthing a few notions about
the world which can in turn feed back into man's perceptions
of his environment. It seems that a broader understanding
of how man perceives his environment can be of crucial im-
portance to developing an architecture that can be in sym-
pathy with that process.
In Part I of this section, I began to outline some of
the notions I would be exploring later. In a footnote to
this outline (p.232;Footnote6), I run through a series of
definitions about the two complimentary processes which seem
to be present at the moment of perception. The quotations
on the next page reflect the initial states of receptiveness
which are variously called "arousal,' the physiological facility
j.
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of "sight", "cog-ito". This receptiveness, about which
Wordsworth waxes eloquent on p.7, allows the initial stimulus
patterns of light, color, and movement to be trans-
mitted. Read suggests the potential for meaning that
perception may contribute.
Faulkner, in his first person account of what the
idiot, Benji (The Sound and the Fury) perceives, records
a limited perceptual capacity. Benji sees everything
in his perceptual field, but to him, the ability to see
objects in depth of space is not fully developed. The
objects infront of the focus of his attention are lumped
together as a screen he sees through; the objects behind
his focus are perceived as a screen, and movement is
defined as happening on this backdrop. There is no sense
of seeing past and object, or that one thing is in front
of another. Even his perception of time is transposed to
relationships of size: The men do not swing their golf
clubs seldom or infrequently, they swing them little. They
attract his attention by their calls of "caddy," and he thinks
they are calling for his sister, who has the same name. His per-
ception is still associative, although physiologically limited.
This realm of the physiology of sight is a fascinating
EIJ
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Awareness is directed not inwardly,
towards the self; but outwardly towards
a source from which proceeds the
primary substance of light and colour,
the formless forms of a sensuous reality
in a state of becoming.
- HERBERTREAD
Through the fence, through the curling
flower spaces, I could see them hit-
ing.. .. They were hitting little, across
the pasture. I went along the fence to
where the flag was. It flapped on the
bright grass and the trees.
- WILLIAMFAULKNER
LULP
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On the other hand, this logical analysis
oflanguage again involves the danger of
oversimplification. In logic the attention
is drawn to very special structures,
unambiguous connections between pre-
mises and deductions, simple patterns of
reasoning, andallthe other structures of
language are neglected. These other
structures may arise from associations
between meanings of words; for in-
stance, a secondary meaning of a word
which passes only vaguely through the
mind when the word is heard may
contribute essentially to the content of a
sentence. Thefact that, every word may
cause many only half-conscious move-
ments in our mind can be used to
represent some part of reality in the
language much more clearly than by the
use of logical patterns.
- WERNER HEISENBERG
All acts of recognition are of this
kind. The girl met on the beach, the
man known long ago, puzzle us for a
moment and then fall into place; the
new face fits on to and enlarges the
old. We are used to making these con-
nections in time; and... we make them
also in space. If we did not, our
minds would contain only a clutter of
isolated experiences. By making such
connections we find in our experiences
the maps of things.
-JACOB BRONOWSKT
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one, and much work has been done in trying to understand
the mechanics of vision. What I am more interested in,
however, are the mechanics of how we proceed to give
meaning to these sight signals. The logi'cal analysis of
the phenomena of sight involves paying attention to
IIspecial structures," and "unambiguous connections" as
does the logical analysis of language (see accompanying
quotation from Heisenberg). In the process of perceiving
visual signals, my interest is drawn to the same kind of
patterns of association that Heisenberg mentions.l
Bronowski, too, in the accompanying quotation, points
out the importance of these associative processes, and
suggests that in the mechanics of their underlying linkages
lay the cognitive maps which connect all of our thoughts,
feelings, and experiences 25. It is these associations that
the key to man's relationship with his environment is mostly
likely to be found. It is the study of this relationship
that seems to have profound implications for architecture.
Although my travels through literature in this field
have been neither disciplined nor exhaustive, I have un-
earthed some connections which have begun to take on a
form, and seem wel1 worth sharing. The initial clues to
E1f
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possible existence of an associative perceptual linkage
comes from earnest attempts by persons of proven perceptual
acuity to describe their processes of perception and
associative thought patterns.
Both Francis Galton and Albert Einstein use vivid
visual imagery to describe the process by which the cloudy
mixture of thoughts and feelings begin to sort them-
selves out. Galton describes the associative process
in terms of an aristocracy of ideas which acknowledge
others as they pass in and out of consciousness. Einstein
notes the visual and physical components of the associative
process, where words must be laboriously ferreted out
to represent what initially can de described only as
an image or a feeling. His description is reminiscent of
Herman Melville's Billy Budd, who, by way of explanation
after striking another man, said "If I could have found
my tongue, I would not have struck him... I could say it
only with a blow. ,,26
Robert Musil in the quotation on the opposite page, speaks
of what I call "resonance of association". He also comments
on the physical nature of this associative phenomenon, and
uses the terms "sympathy" and "antipathy" to define the
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There seems to be a presence-chamber
in MY mind where full consciousness
holds court, and where two or three ideas
are at the same time in audience, and an
antichamber full of more or less allied
ideas, which is situatedjust beyond the
full ken of consciousness. Out of this
antechamber the ideas most nearly
allied to those in the presence-turn of
audience.
- FRANCIS GAL TON
The words of the language as they are
written or spoken, do not seem to play
any role in my mechanism of thought.
The physical entities which seem to
serve as elements in thought are certain
signs and more or less clear images
which can be "voluntarily" reproduced
and combined. The above-mentioned
elements are, in my case, of visual and
some of muscular type. Conventional
words or other signs have to be sought
for laboriously only in a secondary stage,
when the mentioned associative play is
suffitciently established and can be
reproduced at will.
ALBERTEINSTEIN
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"All that one thinks is either sympathy
or antipathy, " Ulrich thought. And at
this moment this so vividly struck him as
being right that he felt in it as a physical
pressure, like the bodily contact of
people swaying in unison when they are
jammed up against each other.
- ROBERTMUSIL
We come to terms as well as we can with
our lifelong exposure to the world, and
we use whatever devices we may need to
survive. But eventually, of course, our
knowledge depends upon the living
relationship between what we see going
on and ourselves. If exposure is
essential, still more so is reflection.
Insight doesn't happen often on the click
ofthemoment, like a lucky snapshot, but
comes in its own time and more slowly
from nowhere but within. The sharpest
recognition is surely that which is
charged with sympathy as well as with
shock....
- EUDORA WELTY
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positive and negative aspects of the power of resonance.
Eudora Welty speaks directly to the key issue,for me,in
the exploration of the associative processes: the relation-
ship between ourselves and the perception of our environment.
She suggests that this "resonance" need not come with the
force Musil describes, but she directly correlates the in-
tensity of the association with the degree of resonance.
She uses the term "insight" to describe the moment of recog-
nition, when an associative link is formed, and one sees new
relationships in the thing perceived.
Murray Milne, in his explanation of the design process,
describes the moment of insight in the following way:
"Insight", insofar as it relates to an associative
memory, seems to be just the opposite of "fixation".
That is "insight" seems to be the formation of a
new association, or possible strengthening of an
associational link which was previous Zy too weak. 27
The associative process through which we begin to engage our
environment seems to have much to do with the notion of
resonance: that moment when one or more perceptual clues slip
into harmony with analogically similar patterns, relationships,
elements, or experiences which are already stored in one's
memory. Musil describes this interactive process in the
II]'1E
quotation on p.199. Ralph Waldo Emerson, in the accompany-
ing quotation, stresses the importance of this interactive
relationship, and suggests that this associative process is
essentially analogical.
S. A. Mednick, in an article entitled "The Associative
Basis of the Creative Process," correlates the degree to
which one is able to make associative links where there were
none before,to creativity. He expands on this phenomenon in
the same article to suggest three ways in which potential
associations can be brought into contiguity. The first he
refers to as serendipity: the accidental continuous environ-
mental occurrence of stimuli which are sufficient to gener-
ate associations. The second he calls similarity, where the
relationship between the thing perceived and the stimuli it
provokes are clear enough to understand directly. The third
he calls mediation, where the stimuli received shares ele-
ments common to two previously unrelated elements, which are
suddenly seen as partially analogous. 28 Yet, these distinc-
tions do not begin to describe the motor functions which
allow these associations to take place.
Dean Woolridge, in the quotation on the opposite page,
uses explorations into the creative process to relate the
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Every appearance in nature corres-
ponds to some state of the mind, and
that state of the mind can only be
described by presenting that natural
appearance as its picture... man is an
analogist, and studies relations in all
objects. He is placed in the center of
beings, and a ray of relation passes
from every other being to him. And
neither can man be understood without
these objects, nor those objects without
man. - RALPH WALDO EMERSON
... the creative thinking process (is)
the forming of associative elements
into new combinations which either meet
specified requirements or are in some
way useful.
-- S. A. MEDNICK
LU=
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... there may be a particular signifi-
canoe in the feature of our postulated
(associative) storage mechanism whereby
the activation of one stored memory
pattern lowers the threshold of all
other patterns containing similar sen-
sory content. An essential ingredient
of creative thought is the ability to
move quickly and easily from one con-
cept to a related one. It seems pos-
sible that the principal difference
between the creative and the unimagina-
tive individual is simply that the
feedback or other mechanism involved
in this threshold-lowering process is
more effective for one than for the
other.
- DEAN WOOLRIDGE
I never heard the melody until I needed
the song.
- TOM WAITS
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associative mechanisms to creativity. Yet each one of us has
moments when we are more creative, and moments when we are
less so. The implications for architecture lie in the at-
tempt to design environments that support this associative
process; which, in fact, have a wide enough range of poten-
tial associations, an ambiguity in the multiplicity of rela-
tionships, that allows for a lowering of man's associative
threshold.
To expand on Tom Waits' accompanying song lyric, archi-
tecture should be rich enough in human associations that it
provides infinite melodies which are recalled and played
through, whenever one is in need of any given song.
The most interesting exploration into the process of
associative mechanisms that I have encountered is the work
of Dr. Bernard Rimland. His work in the field of infantile
autism has led him towards a theory of behavior which is
based on the importance of association. I have touched
briefly on his work in the footnotes to Part I of this sec-
tion, and would like to expand on them a bit. I hope that
the few glimpses of his work that I give you will inspire
further explorations of your own.
If~
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Rimland has observed that one of the defining charac-
teristics of autistic children has to do with their inability
to operate successfully on a wide range of associative levels
of thought and perception. Autistics are known to have, in
some cases, photographic memories, perfect musical pitch,
revealing insights; all characteristics which reflect extra-
ordinary capabilities. They have little sense of their rela-
tionships with other people or other things. They seldom
have any concept of themselves as affecting the environment:
the terms "I" and "me" are absent from their vocabulary.
They are generally unaware of metaphorical language; they
neither use it nor respond to it. They seem to be unable
to perceive things in terms of other things. Yet they have
no observable physical disfunctions.
In the accompanying quotation, Rimland compares these
observations against what is considered to be man's "normal"
perceptual proclivities. The hypothesis he projects, that
"instances of rational behavior... could be called aberrant,"
is a jarring thought. Yet when one explores the perceptual
processes, and accepts the oft-cited distinction between
arousal and cognition (see pp.232 -4), it seems apparent that
the ordering of one's perception is a willful act. Since
PERCEPTION:
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... the pervasiveness of individual
views, biases, and beliefs which color
nearly every human thought and deed
suggest that people systematically code
into their perceptions analogical memo-
ries in excess of those which would be
required by an objective and analytical
view of the situation. For some per-
sons, each situation is seen to have
elements of threat; for others, traces
leading to the possibility of gain
appear to be "read into" or projected
into almost every perceived situation.
Historically, man has been believed to
be substantially a rational being, with
frequent and visible aberrations from
rationality. If the brain operates as
we here propose, in terms of analogies
and perceived similarities, rather than
analytically, as heretofore has been
believed, it would be instances of
rational behavior which could be called
aberrant.
- BERNARD RIMLAND
Lu
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Let us now assume that the brain con-
tains neurons which are particularly
responsive to certain specific patterns
of stimulation, and that an experience
of "pleasure," "reward, "satisfaction,"
or "realization" for the organism
occurs when a neuron is stimulated by
an appropriately patterned pulse of
coded sensory input. The degree of
"satisfaction" would be in part a func-
tion of the number of neurons respond-
ing... we may say the neurons "want" to
discharge, and that they "resonate"
when stimulated by their appropriate
pattern, or by patterns similar to it.
The neuron would have previously been
conditioned or tuned to respond to its
critical stimulus pattern by genetic
and/or experiential factors, usually
acting jointly. The threshold of
response would be, in part, a function
of the similarity between the neuron's
prior setting and the pattern of the
new stimulus input to the neuron. Even
an inappropriate stimulus pattern might
cause discharge if sufficiently in-
tense.
-BERNARD RIMLAND
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it is a capacity we all share, although in different degrees,
it is not an abnormal process; but seen as a willful act,
it may not be as natural a process as the associative pat-
terning that Rimland describes.
He believes there is a process by which the neurons
themselves discharge when they are fed signals which have
information similar to that which is already coded into the
neuron. (See accompanying quotation.) He also suggests
that each neuron has the potential to discharge; they want
to "resonate." The satisfaction that the neurons experience
when they are discharged would account for the kind of ex-
perience Musil describes on page 205.
Peckham uses this phenomenon to suggest that it may
even substantiate Nietzsche's assertion that "the proudest
pleasure of the human mind is the creation of the world."29
The resonance that one can imagine resulting from such a
cosmological congruence of forces is sublime. Certainly, the
satisfaction of such congruence results from any human crea-
tive act, no matter how small. Carl Sagan, in a recent
article, also acknowledges such a phenomenon. In the quota-
tion on the next page, he discusses the intransigent power of
our most firmly held beliefs, and uses this concept of
E-
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"resonance" to suggest some of the potential connections that
give one's least articulate but most profound beliefs their
enormous power.
Rimland's conclusions focus on the potent ial significance
that "neuron entelechy" could have in better understanding
the processes by which we perceive. In so doing, it raises
powerful issues concerning the nature of man:
The present hypothesis of brain function lead to
the suggestion that the brain operates on the
basis of analogies, rather than in terms of a
more rigorously analytical process (analogicalZy
rather than logically). Objects, situations,
and problems would be responded to as being
similar to previously experienced objects, situa-
tions, and problems as a function of the overlap
in the neurons they discharge when their sensory
representations are coded and transmitted through
the brain's memory bank. If there be the force
we referred to as "affinity" causing neurons to
seek to discharge when stimulus patterns approxi-
mating theirs are experienced, there are likely
to be important differences between people in
the intensity of such affinity. We suggest that
the driving force which causes intelligence to
fill the gaps in knowledge, to bring order to the
content of the mind, to create new coherences,
may be that same force. 30
IT1~
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The general acceptance of religious-
ideas, it seems to me, can only be be-
cause something in them resonates- with
our own certain knowledge--something
deep and wistful; something every per-
son recognizes as central to our being.
And that common thread, I propose, is
birth. Religion is fundamentally mys-
tical, the gods inscrutable, the tenets
appealing but unsound because, I sug-
gest, blurred perceptions and vague
premonitions are the best that a new-
born infant can manage. I think that
the mystical core of the religious
experience is neither literally true
nor perniciously wrong-minded. It is
rather a courageous if flawed attempt
to make contact with the earliest and
most profound experience of our lives.
Religious doctrine is fundamentally
clouded because not a single person has
ever at birth had the skills of recol-
lection and retelling necessary to
deliver a coherent account of the event.
All successful religions seem at their
nucleus to make an unstated and perhaps
even unconscious resonance with the
perinatal (the period just before and
just after birth) experience. Perhaps,
when secular influences are subtracted,
it will emerge that the most successful
religions are those which perform this
resonance best.
-CARL SAGAN
t -
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This has powerful implications for architecture as well.
If this theory has any validity, the explorations in the
first section of this thesis may prove even more fruitful.
Building in a way that enables the user to associate with
his environment in multiple ways seems to accommodate a much
richer palette of human experience. It may prove to be even
more harmonious for man than any exploration into the purely
rational structures of man's perception. of his environment
could ever be.
The next two chapters will' take a very brief look at
the two perceptual processes which have been a continuous
theme throughout this work: the perceptual ordering process
which demands generalization; and the associative attachment
process which seeks out the discrete, the process of particu-
larization. All of the explorations in this thesis kept
coming together at a point defined by these two parallel and
complementary modes of perception. This distinction, which
on the one hand may seem quite obvious, is one that is too
often lost or ignored in a large part of the built environ-
ment that I have observed. I hope this discussion will help
to resensitize us to these important components of our
experience.
91i
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Thre minids spontaneous acts, t nowr
As eating and as drinking free,
Require a process; - one, two, three!
In truth the subtle web of thought
Is like the weaver's fabric wrought,
One treadle moves a thousand lines
Swift dart the shuttles to and fro,
Unseen the threads unnumber'd flow,
A thousand knots one stroke combines.
Then forward steps your sage to show,
And prove to you it must be so;
The first being so, and so the second.
The third and fourth deduc'd we see;
And if there were no first or second,
Nor third nor fourth would ever be.
-GOETHE[FAUSTI
1I14-
In the past, discussions of culture have
usually been based on an implicit
assumption that a healthy civilization is a
close-knit unity focused on some single
central doctrine or philosophy. The
principle of organization which, it was
implied, a culture should possess was a
hierarchical one. . . . It is rather that we
have failed to realize that cultural life in
the present day needs to be organized as
an Egalitarian Democracy of ideas and
activities, instead of a Hierarchical
System.... Our societies, as assemb-
lages of people, are organized as
democracies in which each man is
expected to be himself and to interact
with his fellows; he is no longer thought
of as having a definite place in a unified
hierarchical social structure. Our cul-
ture, as an assemblage of ideas and
activities, does in fact present us with as
parallel type of organization. But we
have hardly yet realized this.
- C. H. WADDINGTON
U. I
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Ben's voice roared and roared. Queenie
moved again, her feet began to clop-clop
steadily again, and at once Ben hushed
Luster looked quickly back over his
shoulder, then he drove on. The broken
flower drooped over Ben's fist and his
eyes were empty and blue and serene
again as cornice and facade flowed
smoothly once more from left to right;
post and tree, window and doorway, and
signboard, each in its ordered place.
- WILLIAMFAULKNER
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hese final two chapters are merely quick sketches to
indicate the direction of my continuing exploration. I have
discussed at some length the essential ordering processes
which are required to derive meaning from our multiple ex-
periences. As Goethe comments on the preceding page, what
organizes the processes by which we experience the world is
a very subtle web, and the "thousand knots one stroke com-
bines" will not unravel easily; at the same time, they create
a rich fabric which never ceases to be compelling.
Man most certainly strives for some order in his world,
but it is doubtful whether that order can be achieved through
the imposition of a rational construct, devoid of experience.
William Faulkner, in his exploration into the mind of the
idiot, Benji, indicates the terror inherent in having one's
perceptual expectations disrupted (see accompanying quota-
tion). Once things had returned to an order with which Benji
was familiar, he became placid, cool, and serene. Yet his
order speaks nothing of logic, of rationality, of a gestalt
of form. Rather, it is an order of place, a sequential
assemblage of events, of a recognizable experience: post
and tree, window and doorway, the signboards, all in complex
relation. The connections are generated from the perceptual
memory of experience.
Waddington, too, speaks of an order of relationships
which form a vast assemblage of events, activities, interac-
tions, experiences (see p.213). It is a kind of order that
is present in our culture and society as well; an order that
does not conform to logic, but events. Many others have
given insighits into this phenomenon throughout this thesis,
and have made many suggestions about ways of accommodating
it:
Mark Twain (p. viii)
Aldo Van Eyck (p. 10)
Christopher Alexander (pp. 22, 129, 177)
Paul Klee (p. 56)
Lawrence Halprin (pp. 72, 181)
Giancarlo di Carlo (pp. 84, 170)
Louis Kahn (p. 122)
Moshe Safdie (p. 184)
C. H. Waddington (p. 187)
My suggestions are to be found in the processes I demonstrate
in the first section of this thesis.
It is a challenging exploration; it never ceases. I
firmly believe, however, that these explorations are in the
right direction: No sufficient solution will be found in
PERCEPTION:
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We can interpret any sign in two ways.
... We can interpret the interpreter's
mode of perception as predictive, re-
ferring "forward from the sign," or as
orient ive, referring "backward from the
sign" to the interpretation, the set,
the directive state. Thus when we call
a sign a "symbol" we merely mean that
we are directing our attention to the
orientative aspect of the transaction
rather than the environmental aspect.
- MORSE PECKHAM
an appeal to pure reason. Therein lies a part of man's ex-
perience, but it is far from all. In many ways, how this
order takes on form seems dependent on the particular, and
the ways in which the particular is assembled.
In the accompanying quotation, Peckham again refers to
man's dual process of ordering perception. Yet they each
derive from the particular. One serves to establish our
relationship with our immediate environment; the other serves
to project "what we are going to do about it."3 1 This is
the essence of order in our environment.
rs-2i 7. r
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we do not find ways to hew to
experience as it is, in our definition an
expression of it, in other words, fin
ways to stay in the human universe, and
not be led to partition reality at any
Recently, I was seated in a restaurant
next to a family of three, a father and a
mother and a bright little boy between
eight and ten years of age. They studied
the menu, and the boy said, "Oh, I want
liver and bacon." The waitress was
there; the father studied the menu, the
mother studied the menu, and then the
father ordered three steaks. The wait-
ress said, "Two steaks, one liver and
bacon, " and went off The boy looked at
the mother and said, "Mummy, she
thinks I'm real. "
- E. F. SCHUMACHER
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point, in any way. For this is just what we
do do, this is the real issue of what has
been, and the process, as it now asserts
itself can be exposed. It is the function,
comparison, or it bigger name, sym-
bology. These are the false faces, too
much seen, which hide and keep from
use the active intellectual states, meta-
phor and performance. All that compar-
ison ever does is set up a series of
reference points: to compare is to take
one thing and try to understand it by
marking its similarities to or differences
from another thing. Right here is the
trouble, that each thing is not so much
like or different from another thing
[these likenesses and differences are
apparent] but that such an analysis
accomplishes a description, does not
come to grips with what really matters:
that a thing, anything impinges on us by
a more important fact, its self-existence,
without reference to any other thing, in
short, the very character of it which calls
our attention to it, which wants us to
know more about it, its peculiarity. This
is what we are confronted by, not the
thing "class," any hierarchy, of quality
or quantity, but the thing itself and its
relevance to ourselves who are the
experience ofit [whatever it may mean to
someone else, or whatever relations it
may have].
- CHARLES OLSON
0219
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it the beginning of this part of the thesis, I used the
words of Kenneth Fearing (p.197) to illustrate the two funda-
mental aspects of perception. Thoughts, as words or images,
have the appearance of reality--they act as symbol systems
to communicate to ourselves or others; but things "feel the
way they do"! The awareness of our emotional relationship
with the world allows us to try putting words or images to
what we sense as real.
The boy that Schumacher describes on the preceding page
has just made a profound discovery--he is real. What is
more profound is how deeply obscured that fact can become.
Charles Olson focuses on exactly what that reality is, and
illustrates our preoccupation with appearances (p.219). Even
the associations we make with things become abstract when we
try to determine just how much alike or different a thing
may be to or from another thing.
One cannot lose sight of the thing itself. As well as
the quality of an experience, there is always the quality of
the thing itself. If this quality of the thing itself is
absent, the quality of the experience it generates as one
2221
interacts with it is sadly diminished. We all purchase prod-
ucts which are '"imitations" of a more expensive brand. Some-
times the name is enough to inflate the image of a given
product, and the less expensive one is of the same quality.
More often, the less expensive item is less expensive simply
because it is of lesser quality. Their similarities may be
close; it may be possible to fool yourself and others into
believing that it is of equal quality. Yet, the satis-
faction of having something like the better item is tinged
with a sense of loss; you can feel the lack of quality.
In the accompanying quotation, Giulio Argan uses words
to convey what this "sense of quality" is. Using a defini-
tion which he feels is appropriate to Paul Klee's sense of
quality, he stresses the essential uniqueness of experience
in man's intercourse with that which has quality. From the
awareness of this uniqueness, one is able to associate his
experience to others hidden in his thought and memory, but
the essential quality is still to be found in the particular
thing itself.
Eduardo Paolozzi also stresses the importance of the
particular, choosing to accentuate its character by taking
ordinary objects through a series of transformations. The
-P 9lJ
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Quality for (Paul Klee) was the ulti-
mate product of the individual's un-
repeatable and unique experience; one
achieves it by descending into the
depths and by progressively clarifying
the secret springs of one's actions,
the myths and recollections lurking in
the unconscious which strongly influ-
ence consciousness and action.
- GIULIO CARLO ARGAN
I seek to stress all that i wonderful and
ambiguous in the most ordinary objects,
in fact often in objects that nobody stops
to look at or to admire. Besides, I try to
subject these objects, which are the
basic materials ofmy sculptures, to more
than one metamorphosis. Generally I
am conscious, as I work, of seeking to
achieve two or at most three such
changes in my materials, but sometimes
I then discover that I have unconsciously
achieved a fourth or even fifth meta-
morphosis This is what imposes, in
addition to a formal metamorphosis, a
material metamorphosis on all my
materials. In the finished casting, the
original objet trouves are no longer
present at all....
They survive in my sculptures only as
ghosts of forms that still haunt the
bronze, details of its surface or its actual
structure.
- EDUA RDO PA OLOZZI
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If the input information is a completely
unique perceptual experience free of
clues, that is, having no categorical
identity, then as Bruner says "it is
doomed to be a gem serene, locked in
the silence of private experience."
Designers, I think, often ponder these
unique perceptual experiences, trying
to give them "meaning" (i.e., find the
clues that establish the correct cate-
gories), usually so that they can re-
produce this experience for others.
Often, because of the complexity and
subtlety of this perceptual information,
it cannot be reproduced verbally,
therefore designers must turn to other
modes, usually visual.
- MURRAY MILNE
PERCEPTION: D
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resultant object has its own life, and is to be taken in its
own terms, but it contains in its physical form, reference to
another particular object,a ghost of its original self.
The fact that this sense of qual ity, to be found in the
particular, is difficult to share or communicate, has to do
with the difficulty of making a successful abstraction of the
feelings an experience has inspired. In the accompanying
quotation, Milne describes the difficulty of finding the
proper vehicle for sharing these perceptual experiences. He
suggests that it is often easier to communicate these things
visually, especially if the perceptions or thought processes
are visual. At least in this way, the information can be
projected in a form more closely aligned with the form of
the initial stimulus.
Unquestionably, the process of sharing perceptions is
often a difficult one. What it is we come to know has
threads to a vast assemblage of personal experience and per-
sonal associations. Although there is also surely a body
of shared perceptions based on common experiences, the total
sum of meaning a particular situation may hold for one will
never be .the same sum of meaning for someone else. One can
only hope to maximize the commonly shared bits of experience.
The fact that people can see the same things differently,
or can associate with them differently, is pointed out by
both Rasmussen and Pirsig. This difference results from the
fact that perception is not a physiological process that
works the same way for everyone. If we are to believe any
of the foregoing discussions of associative neuron "reso-
nance," each individual supplies his own unique data on
assemblage of his life's experience. It also results from
the fact that, as Rasmussen points out, perception is a crea-
tive art. Man contributes his own organizational faculties
to the process of extracting meaning from his experience.
The awareness of the particular in the environment is
an extension of man's awareness of himself as particular. As
Bronowski illustrates in the accompanying quotation, the act
of discovery permeates every act of perception. Perception
itself is a double relation of analysis and synthesis; of
experience and action; of feeling and thought. Man's most
remarkable features are the capabilities of both generaliza-
tion and particularization: to find relation in all things,
and at the same time differentiate among all things.
Perception is discovery, as Bronowski points out; it is
also invention, as Reynolds points out. The act of perception
I LPU
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Seeing demands a certain activity on the
part ofthe spectator.... The activity of a
... spectator is creative; he recreates
the phenomena he observes in his effort
to form a complete image of what he has
seen. This act of re-creation is common
to all observers. . . .But what they see,
what they recreate when observing the
same object, can vary enormously.
-STEENEILER RASMUSSEN
The reason people see quality different-
ly... is because they come to it with
different sets of analogues.
- ROBERTPIRSIG
In one sense, everything that we
discover is already there: a sculptured
figure and the law of nature are both
concealed in the raw materials. And in
another sense, what a man discovers is
discoverd by him; it would not take
exactly the same form in the hands of
someone else - neither the sculptured
figure nor the law of nature would come
out in identical copies when produced by
two different minds in two different
ages. Discovery is a double relation of
analysis and synthesis together. As an
analysis, it probes what is there; but
then, as synthesis, it puts the parts
together in aform by which the creative
mind transcends the bare limits, the
bare skeleton, that nature provides.
-JACOB BR ONO WSKI
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It is indisputably evident that a great
part of every man's life must be
employed in collecting materials for the
exercise of genius. Invention, strictly
speaking, is little more than a new
combination of those images which have
been previously gathered and deposited
in the memory; nothing can come of
nothing: he who has laid up no materials
can produce no combinations.... What
is learnt from others becomes really our
own, sinks deep, and is never forgotten,
nay is by seizing on this clue that we
proceed forward, and get further and
further in enlarging thje principles and
improving the practice of our art.
- SIR JOSHUA REYNOLDS
0225
is a constant process of collecting materials. At the same
time that everything is already there to be discovered,
each of us is always discovering and associating with things in
new ways. I can imagine no more fitting words than Reynolds'
to describe my explorations and intentions in the first part
of this thesis.
In closing this section of the thesis, I would like to
share two pieces of advice which can only serve to make one
more aware of his environment, and more capable to use it in
the discovery and invention of our future environment. Taken
together, they will help in organizing the field, as well as
embracing the particular; they will help in the discovery of
enabl ing forms, and in the generat ioi
environments. By exploring these
ccmplementary aspects of man's
perceptual capabilities, and
learning from them, it is pos-~
sible to approach a resonance of
place:
fJ
Build as well as you can, not better.
Watch for the forms the peasant uses
in building.
But look for reasons... . -*. J*- .J. *LJ.J.
- ADOLPHLOOS
of richly associative EF
When you first see a pattern, you will be
able to tell almost at once, by intuition,
whether it makes you feel good or not;
whether you want to live in a world that
has that pattern in it, because it helps
you to feel more alive..,
In the end, we must decide whether a
pattern is whole or not, by asking
ourselves how the pattern makes us
feel .... By contrast, patterns made from
thought, and without feelings lack
empirical reality entirely. ..
Once a person is willing to take his
feelings seriously. . . and pay attention
to them - and exclude opinions and
ideas - then his perception of a pattern
can approach the quality without a
name.
- C. ALEXANDER
I-
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Well, so that is that.. .forthe time being,
here we all are.
Back in the modern Aristotelian city
of darning and the Eight-Fifteen,
where Euclid's geometry
And Newton's mechanics would account
for our experience
And the kitchen table exists
because I scrub it.
- W. H. AUDEN
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p.42 4. This statement raises one of the most crucial
issues of this thesis, and therefore de-
serves some amplification. The thesis was
obviously written after the projects were
built. Likewise, many of the specific
images I have chosen to use in the thesis
were assembled after the projects were built.
In most cases, the images were familiar to
me, and were unquestionably in my mind as I
was designing and building the places in
this thesis; the connections are direct,
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and the place followed from the memory of the
image.
A few of the images were not specifi-
cally known to me before the places were
built. Yet, in these cases, my awareness
of the relationships these images share with
the places that were built was present in my
mind. One's memory is often partial and
vague, yet the memory of relationships, ma-
terials, historical context, and families of
form directed my search for the images. Thus,
I was able to find images which corresponded
most directly to the memory of places seen,
relationships perceived, and feelings felt.
These things had the most significance in
guiding my design work.
1. do recommend for anyone the constant
recording of the things one responds to in
exploring the vast world of visual informa-
tion. Use photographs, do drawings, record
times and places; explore the relationships
which drew your attention. At the same time,
I know all too well how difficult it is to
be so well organized as to maintain such an
information file.
From my experience in this thesis, where
I disciplined myself to do just that, I
learned a great deal. The sooner one can
accomplish this discipline, the easier it
becomes, the more one learns, and the farther
ahead one is in understanding the vast range
of elements and relationships which make up
the environment and our world.
12
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p.13 8  5. Edward Hall devotes his most recent book Beyond
Culture (1976) to the exploration of man's
intrinsic relationship to his culture, and
the powerful and too-often-hidd.en forces which
act upon him. These are the same themes Hall
has been concerned with, and has continuously
explored through The Silent Language (1959)
and The Hidden Dimension (1966). He discusses
culture in terms of its influence on man's
perception of the world. In one particularly
cogent extended metaphor, he clearly pinpoints
the experience of "cognitive tension." (This
phrase is the one chosen by Morse Peckham to
describe what he sees as the root of innova-
tive thought; it will be discussed briefly
later.)
At the same time, Hall points out the
intransigent power of man's belief systems:
Most cultural exploration begins with
the annoyance of being lost. The con-
trol systems of the mind signal that
something unexpected has arisen, that
we are in uncharted waters and are go-
ing to have to switch off our automatic
pilot and man the helm ourselves.
There's a reef where we least expect
it. Sadly enough, people in real-life
situations don't actually see it this
way because the almost inevitable re-
sponse is to deny the reef is there
until one has run aground.
(Hall [1976], p. 40)
notion, that the act of perception is a
process which actively engaged the perceiver,
rather than his being a merely passive ob-
server, is pointed out in many different
sources. Very often, the distinction is made
between the passive mode of taking the infor-
mation in, and the more willful activity of
sorting it out. In the quotation on pages
140/1, Alfred North Whitehead uses the terms
"presentational immediacy" and "causal effic-
acy," the former referring to the immediate
data presented to us, "like patches of color
seen with the eyes," etc. The latter is what
approximates my use of the word "resonance."
In Whitehead's terms of causal efficacy, he
defines the objects and events before they
are categorized, and understood by us, as
"entities which are perceived as having some
potential effectiveness in the world."
An assemblage of similar notions which in-
clude this distinction are:
--'perception" as distinguished from
"arousal"
(Thiel [1971], Ch. 2, p. 34)
--"the conscious faculty of vision" as
distinguished from "the physiological
facility of sight":
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Sight is only a vehicle by means of
which we receive the visual signals.
Vision, however, is what our conscious-
ness makes of these sight signals.
(Waddington [1970], p. 115)
-. intelligo" as distinguished from "co-
gito." Lawrence Kubie uses these classi-
cal Latin terms to represent the distinc-
tion which he defines as follows:
cog ito--shaking things up, to roll the
bones of one 's ideas, memories and feel-
ings, to make a great melting pot of
experience;
intel 1 igo--consciously, self-critically,
but retrospectively to go through an
after-the-act process of choosing from
unanticipated combinations those pat-
terns which have new significance.
(Waddington [1970], p. 241/2)
-- There is a receptive, more or less un-
conceptualized, aesthetic and spiritual
mode of perceiving, and there is also
a highly conceptualized, stereotyped,
utilitarian, and even scientific mode.
(Huxley [1961], p. 12)
This very assemblage of references
points out that, although each person had
something a little different to say, and for
a full understanding of what each is trying
to say, both the semantics chosen and a more
extended 'context become very important. Yet
234
they can still be grouped together in a
slightly more abstract manner, to highlight
their similarities.
p.140 7. This associative process is noted by many writers,
from Emerson:
Every appearance in nature corresponds
to some state of the mind, and that
state of the mind can only be described
by presenting that natural appearance
as its picture. Man is an analogist,
and studies relations in all objects.
He is placed in the center of beings,
and a ray of relation passes from every
other being to him. And neither can
man be understood without these objects,
nor those objects without man.
(Ralph Waldo Emerson, from
Nature, pub]. 1836)
to Waddington, who points out that the phil-
osophers who were proponents of "logical. posi-
tivism" were destined to run into the problems
of relativity, and the vague boundaries of
meaning and perception. As they tried to
establish the idealized logical language, de-
scribed in terms of "elementary propositions,"
Waddington responds:
Take an everyday "elementary proposi-
tion" describing a combination of
objects The Cat sat on the Mat. Does
not one immediately feel, lurking in
the background of that mere "concanten-
ation of names," and seeping in around
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the edges of the isolated "atomic fact.,"
some shadowy picture of a fairly com-
plex situation--nursery tea, with but-
tered toast, in front of the fire, a
wet night outside the windows?
(Waddington [1970], p. 113)
The most interesting theory concerning-
this process from -a physiological point of
view comes from studies done on infantile
autism, done by Dr. Bernard Rimland, whose
work was first pointed out to me by Morse
Peckham, in his book Man's Rage for Chaos:
(Rimland) thinks that the brain's
Arousal Mechanism, also called the
Ascending Reticular Formation, is the
place where sensation is linked to mem-
ory.... that linkage, he believes, is done
in terms of patterns; that is, we think
not logically but analogically, not by
deductive steps but by observing simil-
arities and dissimilarities between
remembered patterns and new ones.... He
also agrees that "emotion is the resul-
tant of a discrepancy between expecta-
tion and actuality".. .and creativity...
the drive "to fill the gaps in knowledge,
to bring order to the content of the
mind, to create new coherences. At the
root of intelligence, emotion, and cre-
ativity, lies what -he believes to be
"neuron entelechy." "Entelechy" prob-
ably comes from the Greek "to be
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complete." He proposes, then, that "the
brain contains neurons which are partic-
ularly responsive to certain specific
patterns of stimulation, and that an
experience of 'pleasure,' 'reward,'
'satisfaction, ' or 'realization' for the
organism occurs when a neuron is stimu-
lated by an appropriately patterned
pulse of coded sensory output. The de-
gree of satisfaction would be in part a
function of the number of neurons re-
sponding...we may say that the neurons
'want' to discharge, and that they
'resonate' when stimulated by their
appropriate pattern, or by patterns
similar to it. The neurons would have
been previously conditioned or tuned
to respond to its critical stimulant
pattern by genetic and/or experiential
factors, usually acting jointly....
The brain, then, filters experience on
the basis of past experience and it
does so by applying analogies from past
experience."
(Peckham [1965], p. 320/1)
In the process of trying to define for
myself what were some of the connections be-
tween man's perception and his environment,
I settled on the term "resonance," which can
be found in the title of this thesis. In do-
ing background research into the phenomena
of perception, I encountered both Peckham and
LP I
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Rimland, who used the term "resonance as a de-
scription of what their thoughts nd research
had led them to believe is part of the neuro-
logical processes of perception.
Rimland traces this notion back to the
work of Paul Weiss, as early as the late
1920s:
Paul Weiss had employed the term neuron
resonance nearly four decades ago in
describing certain phenomena relating
to neuron growth and development, as
well as certain motor aspects of neuron
function.
(Rimland [1964], p. 205,
footnote 8)
p.14 1 8. Alastair Hannay, in a book entitled Mental Images -
A Defence, makes the distinction between asso-
ciations which we are surprised by and those
which do not seem at all surprising:
For the link of or the train of asso-
ciation that joins two thoughts together
cannot be something that we are con-
scious of in the same way that we are
conscious of the thoughts that it links.
And yet we are not surprised by our own
associations, as we can be by what just
"happens" to us, so there is perhaps
still some point-in insisting that they
are conscious, active processes.
(Hannay [1971], p. 255)
This distinction seems to be to be an arbit-
rary one. It is true that some associations
D FOOTNOTES \REFERENCES -
seem completely natural, while others strike
us as being quite unexpected. Yet, this does
not seem to be due to the process of associa-
tion as much as resulting from our attempts
to understand how the associations came about
after we have had them.
p.144 9. Peckham (1965), p. 33.
p.145 10. Peckham (1965), preface, p. xi.
p.157 11. Waddington (1970), p. 58.
p.15 8 12. These two characters, from Shakespeare's The Tem-
pest, establish a most elegant dialogue be-
tween the ethereal and the material; the
appeals of the body and the appeals to the
mind. Finally, what results can be seen as
an exploration into the natures of Art and
Life. W. H. Auden, in "The Sea and the
Mirror," gives a lucid commentary on and
critique of The Tempest, which further stimu-
lates one's awareness of these human charac-
teristics.
pp.161/2 13. As quoted in Bronowski (1973), p. 365.
p.164 14. As quoted in Bronowski (1973), p. 364.
p.16 5 15. Werner Heisenberg (1972), p. 205.
p.171 16. Peckham (1965), p. 139.
pp.171/2 17. Peckham (1965), p. 314.
p.17 4 18. Peckham (1965), p. 69.
pp.175/6 19. Peckham (1965), pp. 58/9.
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p.18 4 20. Halprin (1972), p. 11.
p.189 21. The words in italics are those of Giancarlo di
Carlo, as quoted on p. 10 of this thesis.
p.19 4 22. In his early masterpiece, Tractatus Logico-Phil-
osophicus (London, Routledge and Kegan Paul,
1922), written when he was a young man, he
tried to construct a definitive philosophical
statement about how language was structured.
In Philosophical Investigations (1958), where
this particular quotation can be found on
p. 8, he profoundly explores the nore ambigu-
ous aspects of language as communications
those modes of communication which could not,
be said to conform to a logical structure.
pp. 200/1 23. See quotation from Joseph Conrad's Lord Jim on
p. 167.
pp. 20 1/2 24. See footnote 6 on pp. 232/234.
p.203 25. This notion of "cognitive mapping" has received a
fair amount of attention, and I have not yet
had the opportunity to familiarize myself
with all the literature on the subject.
Jerome Bruner, who has done significant work
in this area, gives us some clue as to its
origins:
As Edward Tolman so felicitously put
it some years ago, in place of a tele-
phone switchboard connecting stimuli
and responses it might be more profit-
able to think of a map room where
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stimuli were sorted out and arranged
before ever response occurred, and
one might do well to have a closer
look at these intervening "cognitive
maps. "
(Jerome Bruner, et al.,
A Study of Thinking [1956],
p. 211)
Peter Gould and Rodney White have written
a book entitled Mental Maps (Baltimore, Md.,
Penguin Books, 1974). A brief beginning bib-
liography would have to include the works
not only of Tolman and Bruner, but J. J.
Gibson, Stephen Tyler, N. L. Prak, Kevin Lynch,
and William Ittleson, among others.
p.20 4 26. Herman Melville, Billy Budd.
p.205 27.
p.206 28.
Murray Milne, "The Design Process," University of
California (Berkeley), Master of Architecture
thesis, 1975, p. 114.
Jack Myer, in his exploration of analogues, graphi-
cally describes the associative process with
the aid of set theory, using Venn diagrams as
a device to illustrate the possible relation-
ships.
p.209 29. Peckham (1965), p. 322.
p.210 30. Rimland (1964), pp. 213/215.
p.217 31. See quotation by Edward Hall, p. 135.
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PHOTOGRAPHY CREDITS
II of the unnumbered photographs, which generally
appear in the larger place on each place, are of the three
projects which are recorded in this thesis. All of these
photographs were taken by the Author, with the exception of
one: the large photograph on page 122 was taken by Cary
Ei senberg.
The remaining photographs, of people, places, events,
which in some way stimulated or reflected on the process of
assembling the three environments, are listed below. These
came from innumerable sources: reference books; borrowed
slides; my own randomly assembled collection of photographs.
They are numbered consecutively as they appear in the thesis,
according to each section or chapter. They are also cross-
referenced by page to simplify locating them.
Keeping track of all the images and impressions one
responds to, in even a short time of looking and observing,
is an impossible task. But often, the memory is in need of
assistance, so it is important to keep track of those images
that have particular resonance. This makes it possible to
visit them again and again: One is always discovering new
information in places that one thought were totally familiar.
As always with references, knowing where you discovered one
thing can often put you in a context where you can discover
other related and valuable materials.
4 PH~OTOGRAPHY CR EDITS
PAGE FIG. SECTION
cover sheet
I1. The original image for the montage is "Film Cas-
sette #3," by James Schietinger (photo-silk-
screen).
preface
viii 1. Robert Cumming, "Bad Night for Writing," 1974
(multimedia assemblage).
title page
1 1. Andre Kertssz, "Chez Mondrian, Paris," 1926
(photograph).
A. THE IMAGES
5 1. Photograph by Ken Heyman; from Jeffrey Simpson,
The American Family, New York, N.Y., The
Viking Press, 1976, p. 171.
2. From Jay Farbstein and Min Kantrowitz, People in
Places: Experiencing, Using and Changing the
Built Environment, Englewood Cliffs, N.J.,
Prentice Hall, Inc., 1978, p. 22.
3. From Simpson, p. 200 (photograph by Eve Arnold,
Magnum Photos).
4. Photograph of Medical Plaza, Stanford University,
from Lawrence Halprin, Cities, Cambridge,
Mass., MIT Press, 1963, p. 38.
A-I-i. Introduction
7 1. Pen and ink drawing by Hans-Georg Rauch, En Masse,
New York, N.Y., Macmillan Publishing Co.,
1975.
12 2. From Captain J. H. Illingsworth, R.N. Rtd., Off-
shore, Southampton, England, Adelard Coles
Ltd., 1949, p. 129.
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3. From Michael Baum, The Sydney Opera House Affair,
Sydney, Australia, Halstead Press, 1967,
Plate VII.
4. From Margaret Mead, World Enough, Boston, Mass.,
Little Brown and Co., 1975, p. 62 (photo by
Ken Heyman).
5. From Baum, Plate Vill.
13 6. Kagewa Gymnasium, Takamatsu, Japan, 1966, by Kenzo
Tange; from Edmund Burke Feldman, Varieties
of Visual Experience, Englewood Cliffs, N.J.,
Prentice Hall, Inc., 1972, p. 335.
7. "The Seagull," a concrete boat built in Holland,
1887, now on the Pelican Pond in the Amster-
dam Zoo.
14 8. Philip Johnson and his model for the AT&T Building,
New York; from the cover of Time Magazine,
January 8, 1979.
15 9. "Two Downtown Buildings," (1951) by Saul Steinberg;
from Harold Rosenberg, Saul Steinberg, New
York, N.Y., Alfred A. Knopf, 1978, p. 89.
16 10. "Oilcan" model of Rockefeller Center, exhibited
March 6, 1931; from Carole H. Krinsky, Rocke-
feller Center, New York, N.Y., Oxford Uni-
versity Press, 1978, p. 58.
16 11. Federal Reserve Bank, Boston, Mass., Hugh Stubbins,
architect (photo by Author).
12. Dreyfus Building of Chemistry, Massachusetts In-
stitute of Technology, Cambridge, Mass.,
I. M. Pei, architect (photo by Author).
13. Dreyfus Building (photo by Author). 1
17 14. From Emile d'Aillaud, La Grande Born, Paris,
France, Librarie Hachette, 1972, p. 137.
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15. Aillaud, p. 114.
16. Playground structure, Expo 74, Spokane, Washington
(photo by Author).
18 17. Playground structure, Expo 74 (photo by Author).
18. Indian village, Taos, N.M.; from Feldman, p. 124.
19 19. Apartment house, Ramat Gan, Israel, 1960-63, Alfred
Neumann and Zvi Hecker, architects; from Feld-
man, p. 124.
20. Habitat, Expo 67, Montreal, Canada, Moshe Safdie,
architect; from Feldman, p. 124.
20 21. Collegio, Urbino, Italy, Giancarlo di carlo, archi-
tect (N/A).
24 22. Chinese fabric design from Bromley Hall, now in
the Cooper Union Museum, New York; from Clay
Lancaster, The Japanese Influence in America,
New York, N.Y., Walton H. Rawls, 1963, p. 11.
23. From Heinrich Engle, The Japanese House, Tokyo,
Japan, Charles E. Tuttle Co., Inc., 1964,
p. 393.
25 24. Fishermen in India; from Mead, p. 62 (photo by Ken
Heyman).
25. Two inhabited islands in the harbor of Kerkira,
Corfu, Greece (photo by Author).
26 26. From Gabor Denes, Sailing Illustrated, Woodstock,
Vt., The Countryman Press, c. 1967, p. 37.
27. From Denes, p. 85.
27 28. From Denes, p. 52.
28 29. Rockpile, Heiberg Residence, Twin Valley, Minn.,
1898 (original photo by 0. H. Klemetsrud).
30. Roadside reliquary and prayer chapel, Crete,
Greece (photo by Author).
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29 31. Interior of an apartment in an elderly housing
project, East Boston, Mass. (photo by Author).
30 32. Drawing by Lawrence Halprin; from Lawrence Halprin,
Notebooks 1959-1971, Cambridge, Mass., MIT
Press, 1972, p. 284.
33. Auditorium forecourt fountain, Portland, Oregon,
1970, Lawrence Halprin, architect (N/A).
31 34. Drawing by Lawrence Halprin; from Lawrence Halprin,
The RSVP Cycles, New York, N.Y., George
Braziller, Inc., 1969, P. 58.
35. Auditorium forecourt fountain, Portland, Oregon,
1970, Lawrence Halprin, architect; from G. E.
Kidder Smith, Architecture in America, New
York, N.Y., American Heritage Publishing Co.,
1976, p. 780.
32 36. Drawing by Lawrence Halprin; from Halprin, 1972,
p. 93.
37. City Park, Seattle, Washington, 1976, Lawrence
Halprin, architect (N/A).
A-I. Assemblages of Place
33 1. Rendering of Japanese garden; from Lancaster,
p. 193.
A-II-1. 300 Cobbles and a Tree
37 1. Rear yard of 34 Sherman Street, Cambridge, Mass.,
before deck/treehouse was built (photo by
Author).
2. Detail of rear of house (photo by Author).
39 3. From Simpson, p. 159 (photo from State Historical
Society of Wisconsin). .
4. From Mead, p. 62 (photo by Ken Heyman).
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40 5. From Yuzo Sugimura, Chinese Garden, Tokyo, Japan,
Kyuryudo Co., Ltd., 1966, p. 238.
44 6. Connection detail, Arena House, Marblehead, Mass.,
Richard Tremaglio, architect (photo by
Author).
46 7. (See fig. 4 above.)
8. (See fig. 3 above.)
47 9. (See fig. 5 above.)
48 10. From Art Boericke and Barry Shapiro, Handmade
Houses, San Francisco, Calif., The Scrimshaw
Press, 1973, p. 78.
11. Detail, Arena House, Marblehead, Mass., Richard
Tremaglio, architect (photo by Author).
49 12. The Author's grandfather (to the left), with his
brother and their wives in Heiberg Park, Twin
Valley, Minn., 1894 (original photo by 0. H.
Klemetsrud).
13. From Simpson, p. 158 (photo from Library of Con-
gress).
50 14. Detail of a farmhouse in Eiganoso near Osaka; from
Norman F. Carver, Jr. , Form and Space of
Japanese Architecture, Tokyo, Japan, Shoko-
kusha Publishing Co., 1955, p. 116.
15. Detail of the main building of Katsura Palace,
Kyoto, from Carver, p. 179.
51 16. Paving detail, Westerkwartier, Pootstraat, Delft,
Netherlands (photo by Micheline Papadakou).
17. Plaza paving, by Lawrence Halprin and Associates;
from an advertisement for Cold Spring Granite
Company, Progressive Architecture, May 1979,
p. 23.
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52 18. From Leslie Freuderbein and Elizabeth Sussman,
Building with Nature, Santa Barbara, Calif.,
Peregrine Smith, Inc., 1974, p. 92.
19. Stair detail, Machu Picchu, ancient Inca city,
Peru (photo by Author).
53 20. Furnace door detail, Olana 1894, Church Hill, N.Y.;
from Elizabeth Mulloy and Tony P. Wrenn,
America's Forgotten Architecture, Washington,
D.C., National Trust for Historic Preserva-
tion, 1976.
54 21. Detail of patio with Barbecue; from James Brett,
The Kitchen, New York, N.Y., Whitney Library
of Design, 1977, p. 195.
55 22. From Yonezo Miyaji and Yasube Ito, ed., Tradi-
tional Style Houses--Japan Today, Tokyo,
Japan, Shikisha Publishing Co., 1958, p. 154.
56 23. Detail of Tea Room of restaurant in front of
Gokoku Jinja, Higashiyama, Kyoto; from Carver,
p. 150.
57 24. From Miyaji and Ito, p. 135.
25. From Kiyosi Seike and Charles S. Terry, Contempo-
rary Japanese Houses, Tokyo, Japan, Kodansha
International, Ltd., 1964, p. 39.
58 26. Detail of main building, Katsura Palace, Kyoto;
from Carver, p. 179.
A-I-2. A Secluded Outdoor Place in the City
61 1. Garden detail, Beacon Hill, Boston, Mass., 1923,
Elaine Larkin, architect; from Susana Torre,
ed., Women in American Architecture, New York,
N.Y., Whitney Library of Design, 1977, p. 106.
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63 3.
4.
68 5.
69 6.
70 7.
71 8.
72 9.
73 10.
11.
74 12.
75 13.
14.
76 15.
77 16.
78 17.
18.
SECT ION
A Hoxton garden, London; from Halprin (1963), p.
36 (photo from Radio Times Hulton Picture
Library).
The site as it appeared before construction (photo
by Author).
Looking at the rear of the building after the site
had been excavated (photo by Author).
(See fig. 2 above.)
Residential courtyard, Athens, Greece (N/A).
(See fig. 1 above.)
Street detail with house and front garden, Assisi,
Italy (N/A).
Stairway and path detail, Kastro, Sifnos, Greece
(photo by Kosta Thomas).
Byzantine church, exterior view, detail, Daphne,
Greece (N/A).
Via Fontebella, detail, Assisi, Italy (Scala,
1978).
From James Brett, Looking into Houses, New York,
N.Y., Whitney Library of Design, 1976, p. 60.
Alley detail, Mykonos, Greece; from H. Garcia,
World Architecture.
Street view, detail, Pienza, Italy (photo by Peter
Bern baum).
Street view, detail, with staircase, Pienza, Italy
(photo by Peter Bernbaum).
Courtyard, detail, Artemon, Sifnos, Greece (photo
by Kosta Thomas).
Balcony and stair detail; from Seike and Terry,
p. 27.
Courtyard with house entrances, Parikia, Paros,
Greece (photo by Kosta Thomas).
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79 19. House with balcony, detail, Parikia, Paros, Greece
(photo by Kosta Thomas).
80 20. Chimney detail, The Old School, Boxford, Suffolk;
from Ronald Brunskill and Alec Clifton
Taylor, English Brickwork, London, Ward Lock,
Ltd., 1977, p. 108.
21. Honeycomb brickwork, dentilated eaves, Mackley,
Shropshire; from Brunskill and Taylor, p. 83.
22. String course corbelling, Great Budworth, Cheshire;
from Brunskill and Taylor, p. 78.
23. City wall, exterior view, Kairouan, Tunisia (photo
by Bill Rawn).
82 24. "Adoration of the Magi" (study in pen and ink) by
Leonardo da Vinci, Uffizi Gallery, Florence,
Italy.
83 25. "Bambocciate" (oil painting), by Domenico Olivero;
from Umberto Chierici,ed., Torino, il
Palazzo Reale, Torino, Pozzo Grosmonti, 1969,
p. 94.
A-I-3. Disassembling the Object
99 1. From Miyaji and Ito, p. 51.
100 2. From Miyaji and Ito, p. 135.
3. Entrance detail, Blackman House, Groton, Mass.,
Maurice Smith, architect (photo by Author)..
101 4. Entrance detail, Blackman House (photo by Author).
5. Column and stair detail, Palace of Knossos, c.
1450 B.C., Crete, Greece (photo by Author).
102 6. "476 Broadway NYC" (photograph), by Bevan Davis,
1976.
7. Detail of a house facade, San Francisco, Calif.,
1902, Ernest Coxhead, architect; from Freuden-
heim and Sussman, p. 103.
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103 8. Interior detail, farmhouse in Eiganoso near Osaka,
Japan; from Carver, p. 116.
105 9. Stairways and path, Kastro, Sifnos, Greece (photo
by Kosta Thomas).
10. Courtyard with house entrances, Parikia, Paros,
Greece (photo by Kosta Thomas).
106 11. Stair detail, Machu Picchu, ancient Inca ruins,
Peru (photo by Author).
12. Stair detail, Machu Picchu (photo by Author).
107 13. Interior stair detail, Alhambra II Hotel, Cuzco,
Peru (photo by Author).
14. House entrance with low wall, Apollonia, Sifnos,
Greece (photo by Kosta Thomas).
110 15. Alcove detail, Gamble house, Pasadena, Calif.,
1908, Greene and Greene, architects; from
Esther McCoy, Five California Architects, New
York, N.Y., Praeger Publishers, Inc., 1975,
p. 122.
16. Alcove detail, Gamble house; from Lancaster, p.
114.
111 17. Interior detail, Honeycomb house, Palo Alto, Calif.,
1936, Frank Lloyd Wright, architect; from
House Beautiful, vol. 105, no. 1, January
1963 (cover photo).
111 18. Detail, Chisholm house, Cleveland, Ohio, 1888,
Charles F. Schweinfurth, architect; from
Leonard K. Eaton, American Architecture Comes
of Age, Cambridge, Mass., MIT Press, 1972,
p. 121.
19. Interior detail, Hemingford Manor, Hemingford Grey,
Huntingtonshire, England; from Olive Cook,
The English Country House, London, Thames and
Hudson, Ltd., 1974, p. 18.
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112 20. Interior stair hall,
1893, Willis Pol
bridge,
Oxford
113 21. Stair detail
Boston,
114 22. Stair detail
115 23. Stair detail
Rey house, Belvedere, Ca
k, architect; from Sally
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ed., Bay Area Houses, New York, N.Y.,
University Press, 1976, p. 65.
Isabella Stewart Gardner Museum,
Mass. (photo by Author).
from Seike and Terry, p. 40.
Alhambra 11 Hotel, Cuzco, Peru (photo
by Author).
116 24. Stair detail; from Seike and Terry, p. 184.
25. Interior, National Portrait Gallery, Washington,
D.C. (photo by Author).
117 26. "L'Atelier deL'Imprasse" (oil painting), 1935, by
Raoul Dufy, Jeu de Pomme, Louvre, Paris,
France (photo by Author).
118 27. Interior detail, Villa Khumer, Semmering, Austria,
1930, Adolph Loos, architect; from Eaton,
fig. 78.
28. Interior detail; from Miyaji -and Ito, p. 154.
120 29. Interior of conservatory, Bell (Wintermute) house,
Berkeley, Calif., 1913, John Hudson Thomas,
architect; from Woodbridge, p. 96.
124 30. Detail of two putti, by J. J. Christian (1748/9),
from the high altar, the cathedral of Zwei-
falten, Germany, J. M. Fischer, architect;
from P. and C. Cannon-Brooks, Baroque
Churches, London, the Hamlyn Publishing Group,
Ltd., 1969, p. 161.
125 31. Interior detail, San Lorenzo, Turin, Italy, 1660-
87, Guarino Guarini, architect; from Julius
Held and Donald Posner, 17th and 18th Century
Art, New York, N.Y., Prentice Hall, Inc.,
and Harry N. Abrams, Inc., 1971, p. 49.
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127 32. The Thomas Meshell store, Grenwich, N.J., interior;
from Mulloy and Wrenn, p. 167.
128 33. Doorway and stair detail, Kuehneman house, Racine,
Wisconsin, c. 1853; from Wisconsin Architec-
ture, Historic American Buildings Survey,
U.S. Department of Interior, 1965.
B. The Words
133 1. "By the Sea" (1961) by Jasper Johns; from Wadding-
ton, 1970, p. 191.
B-I-i. Introduction
135 1. "View of the World from 9th Avenue" (1975) by Saul
Steinberg; from Rosenberg, p. 79.
B-I1. In Man's Image
151 1. "The Seer" (1915) by Giorgio di Chirico; from
Waddington, 1970, p. 60.
B-Il-1. The Fallacy of Youth
162 1. "Portrait of My Mother" (1623) by Rembrandt van
Rihn (from the Metropolitan Museum of Art,
New York).
163. 2. "Portrait of Stephan Borgrajewicz" (1971) by Feliks
Topolski; from Bronowski, 1973, p. 352.
3. "Annette" (1954), chalk drawing by Alberto Gia-
comotti (from the collection of Mr. and Mrs.
A. H. Maremont).
B-11-3. The Process of Growth
177 1. Detail of tree on Beacon Hill, Boston, Massachu-
setts (photo by Author).
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B-I-4. Man and His Environment
187 1. Entrance detail to the Tumba Real (Royal Tomb),
Machu Picchu, ancient Inca ruins, Peru (photo
by Author).
195 2. "The Bridge" (1922), oil painting by Joseph Stella
(The Newark Museum Collection).
196. 3. "Brooklyn Bridge," photograph by Sherril V. Schell
(from the Julian Levy Collection, The Art
Institute of Chicago).
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